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TRANSLATOR'S PREFACE. 



A TRANSLATION of the Laocoon was given to 
the English public by E. C. Beasley, one of the 
tutors of Leamington College, in 1853. Very 
few copies found their way to America, and the 
book is now difficult to obtain. 

The desire of the present translator has 
been to make a version which could be easily 
read by persons ignorant of any language save 
English. To this end an attempt was made to 
banish all foreign languages from the text, and 
substitute for the original quotations their equiv- 
alents, as near as possible, in English. This 
method was found, however, on trial, to be incom- 
patible with the closeness of Lessing's criti- 
cism, depending, as that in many cases does, 
on the shade of meaning of the original word. 
For the sake of consistency, therefore, Lessing's 
method has been adhered to in every instance ; 
the words of the author cited being retained in 
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the text, and a translation given in a foot-not4 
wherever the meaning was not sufficiently indi- 
cated by the context. The same course has 
been pursued with the modem as with the 
ancient languages. 

Dryden's translation of Virgil has been used 
throughout, and Bryant's of Homer in every 
case but one, where a quotation from the iEneid 
and the Odyssey stood in close connection. In 
this single instance Pope's version was pre- 
ferred; his style being more in harmony with 
that of Dryden, and his want of literalness 
being here not objectionable. 

Such notes as were not necessary to the 
understanding of the text have been transferred 
to the end of the book. 

The translator would here acknowledge the 
valuable assistance received from Mr. W. T, 
Brigham in the rendering of quotations from 
the classics. 

Ellen Frothinghau. 
Boston, June, 1873. 



PREFACE, 



The first who compared painting with poetry 
was a man of fine feeling, who was conscious 
of a similar effect produced on himself by both 
arts. Both, he perceived, represent absent things 
as present, give us the appearance as the real- 
ity. Both produce illusion, and the illusion of 
both is pleasing. 

A second sought to analyze the nature of this 
pleasure, and found its source to be in both cases 
the same. Beauty, our first idea of which is 
derived from corporeal objects, has universal 
laws which admit of wide application. They 
may be extended to actions and thoughts as 
well as to forms. 

A third, pondering upon the value and dis- 
tribution of these laws, found that some obtained 
more in painting, others in poetry: that in 
regard to the latter, therefore, poetry can come 



to the aid of painting ; in regard to the former, 

painting to the aid of poetiy, by illustration 
and example. 

The first was the amateur; the second, the 
philosopher; the third, the critic. 

The first two could not well make a false use 
of their feeling or their conclusions, whereas 
with the critic all depends on the right applica- 
tion of his principles in particular cases. And, 
since there are fifty ingenious critics to one of 
penetration, it would be a wonder if the appli- 
cation were, in every case, made with the cau- 
tion indispensable to an exact adjustment of the 
scales between the two arts. 

If Apelles and Protogenes, in their lost works 
on painting, fixed and illustrated its rules from 
the already established laws of poetry, we may 
be sure they did so with the same moderation 
and exactness with which Aristotle, Cicero, Hor- 
ace, and Quintilian, in their still existing writ- 
ings, apply the principles and experiences of 
painting to eloquence and poetry. It is the 
prerogative of the ancients in nothing either to 
exceed or fall short. 

But we modems have in many cases thought 
to surpass the ancients by transforming their 
pleasure -paths into highways, though at the risk 
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of reducing the shorter and safer highways to 
such paths as lead through deserts. 

The dazzling antithesis of the Greek Voltaire, 
that painting is dumb poetry, and poetry speak- 
ing painting, stood in no text-book. It was one 
of those conceits, occurring frequently in Simon- 
ides, the inexactness and falsity of which we 
feel constrained to overlook for the sake of the 
evident truth they contain. 

The ancients, however, did not overlook them. 
They confined the saying of Simonides to the 
effect produced by the two arts, not failing 
to lay stress upon the fact that, notwithstand- 
ing the perfect similarity of their effects, the 
arts themselves differ both in the objects and in 
the methods of their imitation, vl\i xou xQortoig 

But, as if no such difference existed, many 
modem critics have drawn the crudest conclu- 
sions possible from this agreement between 
painting and poetry. At one time they confine 
poetry within the narrower limits of painting, 
and at another allow painting to fill the whole 
wide sphere of poetry. Whatever is right in 
one must be permitted to the other; whatever 
pleases or displeases in one is necessarily pleas- 
ing or displeasing in the other. FuU of this 
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idea they, with great assurance, give utterance 
to the shallowest judgments, whenever they find 
that poet and painter have treated the same 
subject in a different way. Such variations 
they take to be faults, and charge them on 
painter or poet, according as their taste more 
inclines to the one art or the other. 

This fault-finding criticism has partially mis- 
led the virtuosos themselves. In poetry, a fond- 
ness for description, and in painting, a fancy for 
allegory, has arisen from the desire to make the 
one a speaking picture without really knowing 
what it can and ought to paint, and the other a 
dumb poem, without having considered in how 
far painting can express universal ideas without 
abandoning its proper sphere and degenerating 
into an arbitrary method of writing. 

To combat that false taste and those ill- 
grounded criticisms is the chief object of the 
following chapters. Their origin was accidental, 
and in their growth they have rather followed 
the course of my reading than been systemati- 
cally developed from general principles. They 
are, therefore, not so much a book as irregular 
collectanea for one. 

Yet I flatter myself that, even in this form, 
they will not be wholly without value. We 
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Germans sujBFer from no lack of systematic books. 
No nation in the world surpasses us in the fac- 
ulty of deducing from a couple of definitions 
whatever conclusions we please, in most fair and 
logical order. 

Baumgarten acknowledged that he was in- 
debted to Gesner's dictionary for a large propor- 
tion of the examples in his " iEsthetics." If 
my reasoning be less close than that of Baum- 
garten, my examples will, at least, savor more of 
the fountain. 

Since I made the Laocoon my point of depart- 
ure, and return to it more than once in the 
course of my essay, I wished him to have a share 
in the title-page. Other slight digressions on 
various points in the history of ancient art, 
contribute less to the general design of my work, 
and have been retained only because I never can 
hope to find a better place for them. 

Further, I would state that, under the name 
of painting, I include the plastic arts generally ; 
as, under that of poetry, I may have allowed 
myself sometimes to embrace those other arts, 
whose imitation is progressive. 
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2 LAOCOON. 

rather an anxious and oppressed sigh, as described 
by Sadolet. Bodily anguish and moral greatness 
are diffused in equal measure through the whole 
structure of the figure ; being, as it were, balanced 
against each other. Laocoon suffers, but he suffers 
like the Philoctetes of Sophocles. His sufferings 
pierce us to the soul, but we are tempted to envy 
the great man his power of endurance." 

"To express so noble a soul far outruns the 
constructive art of natiural beauty. The artist must 
have felt within himself the mental greatness which 
he has impressed upon his marble. Greece united 
in one person artist and philosopher, and had 
more than one Metrodorus. Wisdom joined hands 
with art and inspired its figures with more than 
ordinary souls." 

The remark which lies at the root of this criti- 
cism — that suffering is not expressed in the coun- 
tenance of Laocoon with the intensity which its 
violence would lead us to expect — is perfectly 
just. That this very point, where a shallow observer 
would judge the artist to have fallen short of nature 
and not to have attained the true pathos of suffer- 
ing, furnishes the clearest proof of his wisdom, is 
also unquestionable. But in the reason which Wink- 
elmann assigns for this wisdom, and the universality 
of the rule which he deduces from it, I venture to 
differ from him. 

His depreciatory allusion to Virgil was, I confesSi 
the first thing that aroused my doubts, and the 
second was his comparison of Laocoon with Philoo- 
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tetes. Using these as my starting-points, I shall 
proceed to write down my thoughts in the order in 
which they have occurred to me. 

"Laocoon suffers like the Philoctetes of Sopho- 
cles." How does Philoctetes suffer ? Strange that 
his sufferings have left such different impressions 
upon our minds. The complaints, the screams, the 
wild imprecations with which his pain filled the 
camp, interrupting the sacrifices and all offices of 
religion, resounded not less terribly through the 
desert island to which they had been the cause of 
his banishment. Nor did the poet hesitate to make 
the theatre ring with the imitation of these tones 
of rage, pain, and despair. 

The third act of this play has been regarded as 
much shorter than the others. A proof, say the 
-critics,^ that the ancients attached little importance 
to the equal length of the acts. I agree with their 
conclusion, but should choose some other example 
in support of it. The cries of pain, the moans, the 
broken exclamations, a, a/ cptv / axxax(ul cS \io\^ 
\m! the nomcu^ nanal/ filling whole lines, of which 
this act is made up, would naturally require to be 
prolonged in the delivery and interrupted by more 
frequent pauses than a connected discourse. In the 
representation, therefore, this third act must have 
occupied about as much time as the others. It 
seems shorter on paper to the reader than it did 
to the spectator in the theatre. 

A cry is the natural expression of bodily pain« 
1 Brumoy Th^^t. des Grecs, T. ii. p. 89. 



Homer's wounded heroes not infrequently fall with a 
cry to the ground. Venus screams aloud' at a 
scratch, not as being the tender goddess of love, 
but because suSering natiue will have its rights. 
Even the iron Mars, on feeling the lance of Dio 
medes, bellows as frightfully as if ten thousand rag- 
ing warriors were roaring at once, and fills both 
armies with terror.' 

High as Homer exalts his heroes in other respects 
above human nature, they yet remain true to it in 
their sensitiveness to pain and injuries and in the 
expression of their feelings by cries or tears or 
revilings. Judged by their deeds they are creatures 
of a higher order ; in their feelings they are genuine 
human beings. 

We finer Europeans of a wiser posterity have, 1 
know, more control over our lips and eyes. Cour- 
tesy and decency forbid cries and tears. We have 
exchanged the active bravery of the first rude ages 
for a passive courage. Yet even our ancestors were 
greater in the latter than the former. But our ances- 
tors were barbarians. To stifle all signs of pain, to 
meet the stroke of death with unaverted eye, to die 
laughing under the adder's sting, to weep neither over 
our own sins nor at the loss of the dearest of friends^ 
are traits of the old northern heroism.' The law 
given by Palnatoko to the Jomsburghers was lo fear 
nothing, nor even to name the word fear. 

' Iliad V. 343. "H a idya laxoBaa. 
1 Iliad V. 859. 

' Th. Bartholinus. De Causia conlemptx a Danis adhac 
Genlilibua Mortis, cap. 1. 
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Not SO the Greek. He felt and feared. He 
expressed his pain and his grief. He was ashamed 
of no human weakness, yet allowed none to hold 
hmi back from the pursuit of honor or the perform- 
ance of a duty. Principle wrought in him what 
savageness and hardness developed in the barba- 
rian. Greek heroism was like the spark hidden in 
the pebble, which sleeps till roused by some out- 
ward force, and takes from the stone neither clear- 
ness nor coldness. The heroism of the barbarian 
was a bright, devouring flame, ever raging, and 
blackening, if not consuming, every other good 
quality. 

When Homer makes the Trojans advance to battle 
with wild cries, while the Greeks march in reso- 
lute silence, the commentators very justly observe 
that the poet means by this distinction to charac- 
terize the one as an army of barbarians, the other of 
civilized men. I am surprised they have not per- 
ceived a similar characteristic difference in another 
passage.^ • 

The opposing armies have agreed upon an armis- 
tice, and are occupied, not without hot tears on both 
sides (8d)(Qva '&e()fia xiovxBg), with the burning of 
their dead. But Priam forbids his Trojans to weep 
(pvS* eta xXaieiv IlQiafiog iisYotg), "and for this rea- 
son," says Madame Dacier ; " he feared they might 
become too tender-hearted, and return with less 
spirit to the morrow's fight." Good; but I would 
ask why Priam alone should apprehend this. Why 

^ Iliad vii. 42 l 
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does not Agamemnon issue the same command to 
his Greeks ? The poet has a deeper meaning. He 
would show us that only the civilized Greek can 
weep and yet be brave, while the uncivilized Trojan, 
to be brave, must stifle all humanity. I am in no 
wise ashamed to weep (JVe(ji8aam(jiai ye (liv ovdew 
xXduiv), he elsewhere^ makes the prudent son of 
wise Nestor say. 

It is worthy of notice that, among the few trage- 
dies which have come down to us from antiquity, 
there should be two in which bodily pain constitutes 
not the least part of the hero's misfortunes. Besides 
Philoctetes we have the dying Hercules, whom also 
Sophocles represents as wailing, moaning, weeping, 
and screaming. Thanks to our well-mannered neigh- 
bors, those masters of propriety, a whimpering Phil- 
octetes or a screaming Hercules would now be 
ridiculous and not tolerated upon the stage. One 
of their latest poets,^ indeed, has ventured upon a 
Philoctetes, but he seems not to have dared to show 
him in his true character. • 

Among the lost works of Sophocles was a Laoc- 
oon. If fate had but spared it to us ! From the 
slight references to the piece in some of the old 
grammarians, we cannot determine how the poet 
treated his subject. Of one thing I am convinced, — 
that he would not have made his Laocoon more of a 
Stoic than Philoctetes and Hercules. Every thing 
stoical is untheatrical. Our S3mipathy is always 
proportionate with the suffering expressed by the 

1 Odyssey iv. 195. 2 Chateaubrun. 
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object of our interest. If we behold him bearing 
his misery with magnanimity, our admiration is 
excited ; but admiration is a cold sentiment, wherein 
barren wonder excludes not only every warmer emo- 
tion, but all vivid personal conception of the suf- 
fering. 

I come now to my conclusion. If it be true that 
a cry, as an expression of bodily pain, is not incon- 
sistent with nobility of soul, especially according to 
the views of the ancient Greeks, then the desire to 
represent such a soul cannot be the reason why the 
artist has refused to imitate this cry in his marble. 
He must have had some other reason for deviating 
in this respect from his rival, the poet, who expresses 
it with deliberate intention. 
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Be it truth or fable that Love made the first attempt 
in the imitative arts, thus much is certain : that she 
never tired of guiding the hand of the great masters 

. of antiquity. For although painting, as the art 
which reproduces objects upon flat surfaces, is now 
practised in the broadest sense of that definition, 

y yet the wise Greek set much narrower bounds to it. 
^ He confined it strictly to the imitation of beauty. 
The Greek artist represented nothing that was not 
beautiful. Even the vulgarly beautiful, the beauty 
of inferior t)rpes, he copied only incidentally for 
practice or recreation. The perfection of the sub- 
ject must charm in his work. He was too great 
to require the beholders to be satisfied with the 
mere barren pleasure arising from a successful like- 
ness or from consideration of the artist's skill. Noth- 
ing in his art was dearer to him or seemed to him 
more noble than the ends of art. 

" Who would want to paint you when no one wants 
to look at you ? " says an old epigrammatist ^ to a mis- 
shapen man. Many a modern artist would say, " No 
matter how misshapen you are, I will paint you. 
Though people may not like to look at you, they 
will be glad to look at my picture ; not as a portrait 

^ See Appendix, note i. 
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ot you, but as a proof of my skill in making so 
close a copy of such a monster." 

The fondness for making a display with mere 
manual dexterity, ennobled by no worth in the sub- 
ject, is too natural not to have produced among the 
Greeks a Pauson and a Pyreicus. They had such 
painters, but meted out to them strict justice. Pau- 
son, who confined himself to the beauties of ordi- 
nary nature, and whose depraved taste liked best 
to represent the imperfections and deformities of 
humanity,^ lived in the most abandoned poverty;* 
and Pyreicus, who painted barbers' rooms, dirty 
workshops, donkeys, and kitchen herbs, with all the 
diligence of a Dutch painter, as if such things w^re 
rare or attractive in nature, acquired the surname of 
Rhyparographer,* the dirt-painter. The rich voluptu- 
aries, indeed, paid for his works their weight in gold, 
as if by this fictitious valuation to atone for their in- 
significance. 

Even the magistrates considered this subject a 
matter worthy their attention, and confined the 
artist by force within his proper sphere. The law 
of the Thebans commanding him to make his copies 
more beautiful than the originals, and never under 
pain of punishment less so, is well known. This 
was no law against bunglers, as has been supposed 
by critics generally, and even by Jimius himself* 

^ See Appendix, note 2. 

' Aristophanes, Plut. v. 602 et Acharnens. v. 854. 

* Plinius, lib. xxx. sect. 37. 

^ De Pictura vet. lib. iL cap. iv. sect. i. 
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bat was aimed against the (keek (Siezzi, and con 
demned the unworthy artifice of obtaining a likeness 
by exaggerating the deformities of the modeL It 
was, in foct, a law against caricature. 

From this same conception of the beautiful came 
the law of the Olympic judges. Every conqueror in 
the Olympic games received a statue, but a portrait- 
statue was erected only to him who had been thrice 
victor.* Too many indifferent portraits were not 
allowed among works of art For although a por- 
trait admits of being idealized, yet the likeness should 
predominate. It is the ideal of a particular person, 
not the ideal of humanity. 

We laugh when we read that the very arts among 
the ancients were subject to the control of civil law ; 
but we have no right to laugh. Laws should un- 
questionably usurp no sway over science, for the 
object of science is truth. Truth is a necessity of 
the soul, and to put any restraint upon the gratifica- 
fion of this essential want is tyranny. Th^ obiect 
of art^ on the contrary, is plea sure^ and pleasure is 
not indispensable. What kind and what degree of 
pleasure shall be permitted may justly depend on 
the law-giver. 

The plastic arts especially, besides the inevitable 
influence which they exercise on the character of a 
nation, have power to work one effect which demands 
the careful attention of the law. Beautiful statues 
fashioned from beautiful men reacted upon their 
creators, and the state was indebted for its beautiful 

1 Plinius, lib. xxxiv. sect. 9. 
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men to beautiful statues. With us the susceptible 
imagination of the mother seems to express itself 
only in monsters. 

From this point of view I think I detect a truth in 
certain old stories which have been rejected as fables. 
The mothers of Aristomenes, of Aristodamas, of 
Alexander the Great, Scipio, Augustus, and Gal- 
erius, each dreamed during pregnancy that she was 
visited by a serpent. The serpent was an emblem of 
divinity.^ Without it Bacchus, Apollo, Merciuy, and 
Hercules were seldom represented in their beautiful 
pictures and statues. These honorable women had 
been feasting their eyes upon the god during the 
day, and the bewildering dream suggested to them 
the image of the snake. Thus I vindicate the 
dream, and show up the explanation given by the 
pride of their sons and by unblushing flattery. For 
there must have been some reason for the adulterous 
fancy always taking the form of a serpent. 

But I am wandering from my purpose, which was i 
simply to prove that among the ancients beauty was / 
the supreme law of the imitative arts. This being V 
established, it follows necessarily that whatever else ' 
these arts may aim at must give way completely if 
incompatible with beauty, and, if compatible, must at j 
least be secondary to it. 

I will confine myself wholly to expression. There 
are passions and degrees of passion whose expres- 
sion produces the most hideous contortions of the 
face, and throws the whole body into such unnatural 

1 See Appendix, note 3. 
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positions as to destroy all the beautiful lines thai 
mark it when in a state of greater repose. These 
passions the old artists either refrained altogether 
from representing, or softened into emotions which 
were capable of being expressed with some degree 
.'of beauty. 

Rage and despair disfigured none of their works. 

, I venture to maintain that they never represented 

- a fury.^ Wrath they tempered into severity. In 

- poetry we have the wrathful Jupiter, who hurls the 

thunderbolt ; in art he is simply the austere. 

Anguish was softened into sadness. Where that 
was impossible, and where the representation of in- 
tense grief would belittle as well as disfigure, how 
did Timanlhes manage? There is a well-known 
picture by him of the sacrifice of Iphigenia, wherein 
he gives to the countenance of every spectator a 
fitting degree of sadness, but veils the face of the 
father, on which should have been depicted the most 
intense suffering. This has been the subject of 
many petty criticisms. " The artist," says one,^ 
"had so exhausted himself in representations of 
sadness that he despaired of depicting the father's 
face worthily." "He hereby confessed," says an- 
other,* " that the bitterness of extreme grief cannot 

1 See Appendix, note 4. 

' Plinius, lib. xxxv. sect. 35. Cum moestos pinxisset omnes, 
praecipue patruum, et tristitiae omnem imaginem consump- 
sisset, patris ipsius vultum velavit, quern digne non poterat 
ostendere. 

' Valerius Maximus, lib. viii. cap. 2. Summi moeroris 
ftcerbitatem arte exprimi non posse confessus est. 
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be expressed by art." I, for my part, see in this no 
proof of incapacity in the artist or his art. In pro- 
portion to the intensity of feeling, the expression of 
the features is intensified, and nothing is easier than 
to express extremes. But Timanthes knew the 
limits which the graces have imposed upon his art. 
He knew that the grief befitting Agamemnon, as 
father, produces contortions which are essentially 
ugly. He carried expression as far as was consist- 
ent with beauty and dignity.^Ugliness he would 
gladly have passed over, or haw^softened, but since 
his subject admitted of neither, there was nothing 
left him but to veil it. ^ What he might not paint he 
left to be imagined. That concealment was in short 
a sacrifice to beauty ; an example to show, not how 
expression can be carried beyond the limits of art, 
but how it should be subjected to the first law of 
art, the law of beauty. 

I^^ply this to the Laocoon and we have the cause 
we were seeking. The master was striving to attain 
the greatest beauty under the given conditions of 
bodily pain. Pain, in its disfiguring extreme, was 
not compatible with beauty, and must therefore be 
softened. Screams must be reduced to sighs, not 
because screams would betray weakness, but because 
they would deform the countenance to a repulsive 
degree. Imagine Laocoon's mouth open, and judge. 
Let him scream, and see. It was, before, a figure to 
inspire compassion in its beauty and suffering. Now 
it is ugly, abhorrent, and we gladly avert our eyes 
from a painful spectacle, destitute of the beauty 
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which alone could turn our pain into the sweet feel- 
ing of pity for the suffering object. ' 

The simple opening of the mouth, apart from the 
violent and repulsive contortions it causes in the 
other parts of the face, is a blot on a painting and a 
cavity in a statue productive of the worst possible 
effect. Montfaucon showed little taste when he 
pronounced the bearded face of an old man with 
wide open mouth, to be a Jupiter delivering an 
oracle.^ Cannot a god foretell the future without 
screaming ? Would a more becoming posture of the 
lips cast suspicion upon his prophecies ? Valerius 
cannot make me believe that Ajax was painted 
screaming in the above-mentioned picture of Timan- 
^ thes." Far inferior masters, after the decline of art, 

c\ *'» do not in a single instance make the wildest bar- 

^v«-'' / barian open his mouth to scream, even though in 

. , ' '^ mortal terror of his enemy's sword." 

fj ' This softening of the extremity of bodily suffering 
into a lesser degree of pain is apparent in the works 

^ of many of the old artists. Hercules, writhing in 

r his poisoned robe, from the hand of an unknown 
master, was not the Hercules of Sophocles, who 
made the Locrian rocks and the Euboean promontory 
ring with his horrid cries. He was gloomy rather 
than wild.* The Philoctetes of Pythagoras Leontinus 
seemed to communicate his pain to the beholder. 

1 Antiquit. expl. T. i. p. 5a 
' See Appendix, note 5. 
' Bellorii Admiranda, Tab. 11, 12. 
* Plinius, lib. xxxiv. sect. 19. 
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an effect which would have been destroyed by the 
slightest disfigurement of the features. It may be 
asked how I know that this master made a statue 
of Philoctetes. From a passage in Pliny, which 
ought not to have waited for my emendation, so 
evident is the alteration or mutilation it has under 
gone.* 

1 See Appendix, note d 
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III. 



But, as already observed, the realm of art has hi 
modem times been greatly enlarged. Its imitations 
are allowed to extend over all visible nature, of 
which beauty constitutes but a small part Truth 
and expression are taken as its first law. As nature 
always sacrifices beauty to higher ends, so should 
the artist subordinate it to his general purpose, and 
not pursue it further than truth and expression allow. 
Enough that truth and expression convert what is 
unsightly in nature into a beauty of art 

Allowing this idea to pass unchallenged at pres- 
ent for whatever it is worth, are there not other 
independent considerations which should set bounds 
to expression, and prevent the artist from choosing 
for his imitation the culminating point of any action? 

The single moment of time to which art must con- 
fine itself, will lead us, I think, to such considera- 
tions. Since the artist can use but a single moment 
of ever-changing nature, and the painter must fur- 
ther confine his study of this one moment to a single 
point of view, while their works are made not simply 
to be looked at, but to be contemplated long and 
often, evidently the most fruitful moment and the 
most fruitful aspect of that moment must be chosen 
Now that only is fruitful which allows free play to 
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the imagination. The more we see the more we 
must be able to imagine ; and the more we imagine, 
the more we must think we see. But no moment in 
the whole course of an action is so disadvantageous 
in this respect as that of its culmination. There is 
nothing beyond, and to present the uttermost to the 
eye is to bind the wings of Fancy, and compel her, 
since she cannot soar beyond the impression made on 
the senses, to employ herself with feebler images, shun^ 
ning as her limit the visible fulness already expressed. 
When, for instance, Laocoon sighs, imagination can 
hear him cry ; but if he cry, imagination can neither 
mount a step higher, nor fall a step lower, without 
seeing him in a more endurable, and therefore less 
interesting, condition. We hear him merely groan- I 
ing, or we see him already dead. 

Again, since this single moment receives from art 
an unchanging duration, it should express nothing 
essentially transitory. All phenomena, whose nature 
it is suddenly to break out and as suddenly to dis- 
appear, which can remain as they are but for a 
moment ; all such phenomena, whether agreeable or 
otherwise, acquire through the perpetuity conferred 
upon them by art such an unnatural appearance, 
that the impression they produce becomes weaker 
with every fresh observation, till the whole subject 
at last wearies or disgusts us. La Mettrie, who had 
himself painted and engraved as a second Democ- 
ritus, laughs only the first time we look at him. 
Looked at again, the philosopher becomes a buffoon, 
and his laugh a grimace. So it is with a cry. Pain, 
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which is so violent as to extort a scream, either soon 
abates or it must destroy the sufferer. Again, if a 
man of firmness and endurance cry, he does not do 
80 unceasingly, and only this apparent continuity in 
art makes the cry degenerate into womanish weak- 
ness or childish impatience. This, at least, the 
sculptor of the Laocoon had to guard against, 
even had a cry not been an offence against beauty, 
and were suffering without beauty a legitimate sub- 
ject of art. 

Among the old painters Timomachus seems to 
have been the one most fond of choosing extremes 
for his subject. His raving Ajax and infanticide 
Medea were famous. But from the descriptions we 
have of them it is clear that he had rare skill in 
selecting that point which leads the observer to 
imagine the crisis without actually showing it, and 
in uniting with this an appearance not so essentially 
transitory as to become offensive through the con- 
tinuity conferred by art. He did not paint Medea 
at the moment of her actually murdering her chil- 
dren, but just before, when motherly love is still 
, struggling with jealousy. We anticipate the result 
and tremble at the idea of soon seeing Medea in her 
unmitigated ferocity, our imagination far outstripping 
any thing the painter could have shown us of that 
terrible moment. For that reason her prolonged 
indecision, so far from displeasing us, makes us wish 
it had been continued in reality. We wish this con- 
flict of passions had never been decided or had 
lasted at least till time and reflection had weakened 
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her fury and secured the victory to the maternal 
sentiments. This wisdom on the part of Timom- 
achus won for him great and frequent praise, and 
raised him far above another artist unknown, who 
was foolish enough to paint Medea at the height of 
her madness, thus giving to this transient access of 
passion a duration that outrages nature. The poet^ 
censures him for this, and says very justly, apostro- 
phizing the picture, " Art thou then for ever thirsting 
for the blood of thy children? Is there always a 
new Jason and a new Creusa to inflame thy rage? 
To the devil with the very picture of thee 1 " he adds 
angrily. 

Of Timomachus* treatment of the raving Ajax, 
we can judge by what Philostratus tells us.^ Ajax 
was not represented at the moment when, raging 
among the herds, he captures and slays goats and 
oxen, mistaking them for men. The master showed 
him sitting weaiy after these crazy deeds of heroism, 
and meditating self-destruction. That was really | 
the raving Ajax, not because he is raving at the ■ 
moment, but because we see that he has been raving, 
and with what violence his present reaction of shame 
and despair vividly portrays. We see the force of 
tlie tempest in the wrecks and corpses with which i| 
has strewn the beach. 

1 Philippus, Anthol. lib. iv. cap. 9, ep. la 
*Aiei yelp dtifj^ I3pi<l>e(jv <ftovov. Ij rig 'l^auv 

AevTepoCf ^ TXavKij rug rcaXi ool np6^aai/g\ 
'K(>(te KqX kv KJIpif) TTCudoKTove . . , 

■ Vita Apoll. lib. ii. cap. 22. 
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IV. 

A REVIEW of the reasons here alleged for the mod* 
eration observed by the sculptor of the Laocoon in 
the expression of bodily pain, shows them to lie 
wholly in the peculiar object of his art and its 
necessary limitations. Scarce one of them would 
be applicable to poetry. 

Without inquiring here how far the poet can sue 
ceed in describing physical beauty, so much at leas*, 
is clear, that since the whole infinite realm of per- 
fection lies open for his imitation, this visible cover- 
ing under which perfection becomes beauty will be 
one of his least significant means of interesting us 
in his characters. Indeed, he often neglects it 
altogether, feeling sure that if his hero have gained 
our favor, his nobler qualities will either so engross 
us that we shall* not think of his body, or have so 
won us that, if we think of it, we shall naturally 
attribute to him a beautiful, or, at least, no unsightly 
one. Least of all will he have reference to the eye 
in every detail not especially addressed to the sense 
o£ sight. When Virgil's Laocoon screams, who stops 
to think that a scream neceissitates an open mouth, 
and that an open mouth is ugly? Enough that 
•* clamores horrendos ad sidera tollit " is fine to the 
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ear, no matter what its effect on the eye. Whoever 
requires a beautiful picture has missed the whole 
intention of the poet. 

Further, nothing obliges the poet to concentrate 
his picture into a single moment. He can take up 
every action, if he will, from its origin, and carry it 
through all possible changes to its issue. Every 
change, which would require from the painter a 
separate picture, costs him but a single touch ; a 
touch, perhaps, which, taken by itself, might offend 
the imagination, but which, anticipated, as it has 
been, by what preceded, and softened and atoned for 
by what follows, loses its individual effect in the 
admirable result of the whole. Thus were it really 
unbecoming in a man to cry out in the extremity of 
bodily pain, how can this momentary weakness lower 
in our estimation a character whose virtues have 
previously won our regard ? Virgil's Laocoon cries ; 
but this screaming Laocoon is the same we know 
and love as the most far-seeing of patriots and the 
tenderest of fathers. We do not attribute the try 
to his character, but solely to his intolerable suffer- 
ings. We hear in it only those, nor could they have 
been made sensible to us in any other way. 

Who blames the poet, then? Rather must we' 
acknowledge that he was right in introducing the 
cry, as the sculptor was in omitting it. ^ 

But VirgiPs is a narrative poem. Would the 
dramatic poet be included in this justification ? A 
very different impression is made by the mention of 
a cry and the cry itself. The drama, being meant 
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for a living picture to the spectator, should there- 
fore perhaps conform more strictly to the laws of 
material painting. In the drama we not only fanc)' 
we see and hear a crying Philoctetes, we actually 
do see and hear him. 4jhe more nearly the actor 
approaches nature, the more sensibly must our eyes 
and ears be offended, as in nature they undoubtedly 
are when we hear such loud and violent expressions 
of pain^ Besides, physical suffering in general pos- 
sesses m a less degree than other evils the power of 
arousing sympathy. The imagination cannot take 
hold of it sufficiently for the mere sight to arouse in 
us any corresponding emotion. Sophocles, there- 
fore, might easily have overstepped the bounds not 
only of conventional propriety, but of a propriety 
grounded in the very nature of our sensibilities, in 
letting Philoctetes and Hercules moan and weep, 
scream and roar. The by-standers cannot possibly 
feel such concern for their suffering as these exces- 
sive outbreaks seem to demand. To us spectators 
the lookers-on will seem comparatively cold; and 
yet we cannot but regard their sympathy as the 
measure of our own. Add to this that the actor can 
rarely or never carry the representation of bodily 
pain to the point of illusion, and perhaps the mod- 
ern dramatic poets are rather to be praised than 
blamed for either avoiding this danger altogether or 
skirting it at a safe distance. 

Much would in theory appear unanswerable if the 
achievements of genius had not proved the contrary. 
(These observations are not without good foundation^ 
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yet in spite of them Philoctetes remains one of the \\(^^{ 
masterpieces of the stage. For a portion of our^^/ ,V 
strictures do not apply to Sophocles, and by a ' ' ^ 
disregard of others he has attained to beauties ... 
which the timid critic, but for this example, would 
never have dreamed of. The following remarks will 
make this apparent : — 

I. The poet has contrived wonderfully to intensify^ 
and ennoble the idea of physical pain. He chose a n 
wound, — for we may consider the details of the 
story dependent upon his choice, in so far as he 
chose the subject for their sake, — he chose, I say, 
a wound and not an inward distemper, because the\ 
most painful sickness fails to impress us as vividly • 
as an outward hurt. The inward sympathetic fire 
which consumed Meleager when his mother sacri- 
ficed him in the brand to her sisterly fury, would 
therefore be less dramatic than a wound. This 
wound, moreover, was a divine punishment. In it a '/ 
fiercer than any natural poison raged unceasingly, 
and at appointed intervals an access of n tenser 
pain occurred, always followed by a heavy sleep, 
wherein exhausted nature acquired the needed 
strength for entering again upon the same course of 
pain. Chateaubrun represents him as wounded sim- 
ply by the poisoned arrow of a Trojan. But so 
common an accident gives small scope for extraor- 
dinary results. Every one was exposed to it in the 
old wars; why were the consequences so terrible 
only in the case of Philoctetes ? A natural poison 
that should work for nine years without destroying 
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life is far more improbable than all the fabulous 
miraculous elements with which the Greek decked 
out his tale. 

2. But great and terrible as he made the physical 
■ I sufferings of his hero, he was well aware that these 
i| alone would not suffice to excite any sensible degree 
Jj of sympathy. He joined with them, therefore, other 
evils, also insufficient of themselves to move us 
greatly, but receiving from this connection a darker 
hue of tragedy, which in turn reacted upon the 
bodily pain. These evils were complete loss of 
human companionship, hunger, and all the discom- 
forts attendant on exposure to an inclement sky 
when thus bereft.^ Imagine a man under these 
circumstances, but in possession of health, strength, 
and industry, and we have a Robinson Crusoe, who 
has little claim to our compassion, though we are by 
no means indifferent to his fate. For we are seldom 
so thoroughly content with human society as not to 
find a certain charm in thinking of the repose to be 
enjoyed without its pale ; more particularly as every 
one flatters himself with the idea of being able 
gradually to dispense altogether with the help of 
others. Again, imagine a man suffering from the 
most painful of incurable maladies, but surrounded 
by kind friends who let him want for nothing, who 
relieve his pain by all the means in their power, and 
are always ready to listen to his groans and com- 
plaints ; we should pity him undoubtedly, but our 
compassion would soon be exhausted. Wv^ should 

^ See Appendix, note 7. 
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presently shrug our shoulders and counsel patience. 
Only when all these ills unite in one person, when 
to solitude is added physical infirmity, when the sick 
man not only cannot help himself, but has no one to 
help him, and his groans die away on the desert air, 
— then we see a wretch afflicted by all the ills to 
which human nature is exposed, and the very thought 
of putting ourselves in his place for a momeut fills 
us with horror. We see before us despair in its 
most dreadful shape, and no compassion is stronger 
or more melting than that connected with the idea of 
despair. Such we feel for Philoctetes, especially at 
the moment when, robbed of his bow, he loses the 
only means left him of supporting his miserable | 
existence. Alas for the Frenchman who had not j 
the sense to perceive this nor the heart to feel it! 
or, if he had, was petty enough to sacrifice it all to 
the pitiful taste of his nation! Chateaubrun gives 
Philoctetes companionship by introducing a princess 
into his desert island. Neither is she alone, but has 
with her a lady of honor: a thing apparently as 
much needed by the poet as by the princess. All 
the admirable play with the bow he has left out and 
introduced in its stead the play of bright eyes. The 
heroic youth of France would in truth have made 
themselves very merry over a bow and arrows, where- 
as nothing is more serious to them than the dis- 
pleasure of bright eyes. The Greek harrows us with 
fear lest the wretched Philoctetes should be forced 
to"" remain on the island without his bow, and there 
miserably perish. ' The Frenchman found a surer 
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way to our hearts bv makinc: us fear that the son oi 
Achilles would have to depart without his princess. 
And this is called by the Parisian critics triumphing 
over the ancients. One of them even proposed to 
name Chateaubrun*s piece " La di£culte vaincue." ^ 
3. Turning now from the effect of the whole, let 
us examine the separate scenes wherein Philoctetes 
is no longer the forsaken sufferer, but has hope of 
leaWng the drear}- island and returning to his king- 
dom. His ills are therefore now confined entirely 
to his painful wound. He moans, he cries, he goes 
through the most hideous contortions. Against this 
scene objections on the score of offended propriety 
may with most reason be brought They come from 
an Englishman, a man, therefore, not readily to be 
suspected of false delicacy. As already hinted, he 
supports his objections by very good arguments. 
"All feelings and passions," he says, "with which 
others can have little sympathy, become offensive if 
too violently expressed."* "It is for the same 
reason that to cry out with bodily pain, how intol- 
erable soever, appears always unmanly and unbe- 
coming. There is, however, a good deal of sympathy 
even with bodily pain. If I see a stroke aimed and 
just ready to fall upon the leg or arm of another 
person, I naturally shriek and draw back my own 
leg or my own arm ; and when it does fall, I feel it 
in some measure and am hurt by it as well as the 

* Mercure de Fran "re, April, 1755, p. 177. 
2 "The Theory ot Moral Sentiments," by Adam Smith, 
part L sect. 2, chap i. (London, 1761.) 
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sufferer. My hurl, however, is no doubt excessively 
slight, and, upon that account, if he makes any 
violent outcry, as I cannot go along with him, I 
never fail to despise him." 

Nothing is more deceptive than the laying down 
of general laws for our emotions. Their web is so 
fine and intricate that the most cautious speculation 
is hardly able to take up a single thread and trace it 
through all its interlacings. And if it could, what 
should we gain? There is in nature no single, 
unmixed emotion. With every one spring up a 
thousand others, the most insignificant of which 
essentially modifies the original one, so that excep- 
tion after exception arises until our supposed uni- 
versal law shrinks into a mere personal experience 
in a few individual cases. We despise a man, says j 
the Englishman, whom we hear crying out under } 
bodily pain. But not always ; not the first time ; | 
not when we see that the sufferer does all in his ; 
power to suppress expressions of pain ; not when 1 
we know him to be otherwise a man of resolution . 1 
still less when we see him giving proof of firmness 
in the midst of his suffering ; when we see that pain, 
though it extort a cry, can extort nothing further ;' 
that he submits to a continuance of the anguish 
rather than yield a jot of his opinions or resolves, 
although such a concession would end his woes. 
All this we find in Philoctetes. To the old Greek 
mind moral greatness consisted in unchanging love 
of friends as well as unfaltering hatred of enemies. 
This greatness Philoctetes preserves through all his 
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tortures. His own griefs have not so exhausted his 
tears that he has none to shed over the fate of his 
old friends. His sufferings have not so enervated 
him that, to be free from them, he would forgive his 
enemies and lend himself to their selfish ends. And 
did this man of rock deserve to be despised by the 
Athenians, because the waves, that could not shake 
him, wrung from him a moan ? 

I confess to having little taste for the philosophy 
of Cicero in general, but particularly distasteful to 
me are his views with regard to the endurance of 
bodily pain set forth in the second book of his Tus- 
culan Disputations. One would suppose, from his 
abhorrence of all expressions of bodily pain, that he 
was training a gladiator. He seems to see in such 
expressions only impatience, not considering that 
they are often wholly involuntary, and that true 
courage can be shown in none but voluntary actions. 
/In the play of Sophocles h^ nears only the cries and 
complaints of Philoctetes and overlooks altogether 
his otherwise resolute bearing. Else what excuse 
for his rhetorical outbreak against the poets ? " They 
would make us effeminate by introducing the bravest 
of their warriors as complaining." They should 
complain, for the theatre is no arena. The con- 
demned or hired gladiator was bound to do and 
bear with grace. No sound of lamentation must be 
heard, no painful contortion seen. His wounds and 
death were to amuse the spectators, and art must 
therefore teach the suppression of all feeling. The 
least manifestation of it might have aroused compas- 
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sion. and compassion often excited would soon have / ^^^ 
put an end to the cruel shows. But what is to be 
avoided in the arena is the very object of the tragic 
stage, and here, therefore, demeanor of exactly the 
opposite kind is required. The heroes on the stage 
must show feeling, must express their sufferings, and 
give free course to nature. Any appearance of art 
and constraint represses sympathy, ^oxers in bus- 
kin can at most excite our admiratioh^ This term 
may fitly be applied to the so-called Senecan trage- 
dies. I am convinced that the gladiatorial shows 
were the chief reason why the Romans never attained 
even to mediocrity in their tragedies. In the bloody 
amphitheatre the spectators lost all acquaintance 
with nature. A Ctesias might have studied his art 
there, never a Sophocles. The greatest tragic genius, 
accustomed to these artificial death scenes, could 
not help degenerating into bombast and rodomon- 
tade. But as these were incapable of inspiring true 
heroism, so were the complaints of Philoctetes inca- 
pable of producing effeminacy. The complaints I 
are human, while the deeds are heroic. Both to- 
gether make the human hero, who is neither effem- 
inate nor callous, but appears first the one and then 
the other, as now Nature sways him, and now prin- 
ciple and duty triumph. This is the highest type 
that wisdom can create and art imitate. 

4. Sophocles, not content with securing his suffer- 
ing Philoctetes against contempt, has even shielded 
him beforehand from such hostile criticism as that 
employed by the Englishman. Though we may not 
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always despise a man who cries out under bodily 
pain, we'certainly do not feel that degree of sympa- 
thy with him which his cry seems to denaand. How 
^then should those comport themselves who are about 
this screaming Philoctetes ? Should they appear to 
be greatly moved? That were contrary to nature. 
Should they seem as cold and embarrassed as the 
by-stander on such occasions is apt actually to be ? 
Such a want of harmony would offend the spectator. 
Sophocles, as I have said, anticipated this and guarded 

^ against it in the following way, — he gave to each of 
the by-standers a subject of personal interest. They 
are not solely occupied with Philoctetes and his cries. 
The attention of the spectator, therefore, is directed 
to the change wrought in each person's own views 
and designs by the sympathy excited in him, whether 
strong or weak, not to the disproportion between the 
sympathy itself and its exciting cause. Neoptolemus 
and the chorus have deceived the unhappy Philoc- 
tetes, and while perceiving the despair they are 
bringing upon him they behold him overpowered by 
one of his accesses of pain. Even should this arouse 
no great degree of sympathy in them, it must at 
least lead them to self-examination and prevent their 
increasing by treachery a misery which they cannot 
but respect. This the spectator looks for ; nor is 
his expectation disappointed by the magnanimous 
i' Neoptolemus. Had Philoctetes been master of his 
y suffering, Neoptolemus would have persevered in his 
I deceit. Philoctetes, deprived by pain of all power 
of dissimulation, necessary as that seems to pre- 
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vent his future travelling companion from repenting 
too soon of his promise to take him with him, Phil- 
ocletes, by his naturalness, recalls Neoptolemus to 
nature. The conversion is admirable, and all the 
more affecting for being brought about by unaided 
human nature. The Frenchman had recourse again 
here to the bright eyes. " De mes ddguisemens que 
penserait Sophie ? " says the son of Achilles. But I 
will think no more of this parody. 

Sophocles, in " The Trachiniae," makes use of this 
same expedient of combining in the by-standers an- 
other emotion with the compassion excited by a cry 
of physical pain. The pain of Hercules has no 
enervating effect, but drives him to madness. He 
thirsts for vengeance, and, in his frenzy, has already 
seized upon Lichas and dashed him in pieces against 
the rock. The chorus is composed of women who ? 
are naturally overpowered with fear and horror..' 
Their terror, and the doubt whether a god will|, 
hasten to Hercules* relief, or whether he will fall '' 
a victim to his misfortune, make the chief interest 
of the piece with but a slight tinge of compassion. 
As soon as the issue has been decided by the oracle, 
Hercules grows calm, and all other feelings are lost 
in our admiration of his final decision. But we must 
not forget, when comparing the suffering Hercules 
with the suffering Philoctetes, that one is a demi-god, 
the other but a man. The man is never ashamed to 
complain; but the demi-god feels shame that his 
mortal part has so far triumphed over his immortali 
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that he shoold weq> and groan like a girl.' We 
modems do not believe in demi-gods, but require 
our most insignificant hero to feel and act like one. 

That an actor can imitate the cries and convul- 
sions of pain so closely as to produce illusion, I 
neither deny nor affirm. If our actors cannot, I 
should want to know whether Garrick found it 
equally impossible ; and, if he could not succeed, I 
should still have the right to assume a degree of 
perfection in the acting and declamation of the 
ancients of which we of to-day can form no idea. 

1 Trach. V. 1088, 1089: 
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V. 

Some critics of antiquity argue that the Laocoon, / 
though a work of Greek art, must date from the; 
time of the emperors, because it was copied from the 
Laocoon of Virgil. Of the older scholars who have 
held this opinion I will mention only Bartolomaeus 
Martiani,^ and of the modems, Montf aucon.* They 
doubtless found such remarkable agreement between 
the work of art and the poem that they could not 
believe the same circumstances, by no means self- 
suggesting ones, should have occurred by accident 
to both sculptor and poet. The question then 
arose to whom the honor of invention belonged, and 
they assumed the probabilities to be decidedly in 
favor of the poet. 

They appear, however, to have forgotten that a 
third alternative is possible. The artist may not 
have copied the poet any more than the -poet the 

* Topographiae Urbis Romae, lib. iv. cap. 14. Et quan- 
quam hi (Agesander et Polydonis et Athenodonis Rhodii) 
ex Virgilii descnptione statuam banc formavisse videntnr, &c. 

' SuppL aux Ant. Expliq. T. L p. 242. II semble qu*Ag^ 
sandre, Polydore, et Atbenodore, qui en furent les ouvriers, 
aient travaille comme k Tenvie, pour laisser un monument qui 
j^pondait k Tincomparable description qu'a fait Virgile de 
Laocoon, &c. 
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, artist; but both perhaps drew their material from 
some older source, which, Macrobius suggests, might 
have been Pisander.* For, while the works of this 
Greek writer were still in existence, the fact was 
familiar to every schoolboy that the Roman poet's 
whole second book, the entire conquest and destruc- 
tion of Troy, was not so much imitated as literally 
translated from the older writer. If then Pisander 
was Virgil's predecessor in the history of Laocoon 
also, the Greek artists did not need to draw their 
material from a Latin poet, and this theory of the 
date of the group loses its support. 

If I were forced to maintain the opinion of Mar- 
tiani and Montfaucon, I should escape from the 
difficulty in this way. Pisander*s poems are lost, 
and we can never know with certainty how he told 
the story of Laocoon. Probably, however, he nar- 
rated it with the same attendant circumstances of 
which we still find traces in the Greek authors. 
Now these do not in the least agree with the version 
of Virgil, who must have recast the Greek tradition 
to suit himself. The fate of Laocoon, as he tells it, 
is quite his own invention, so that the artists, if their 
representation harmonize with his, may fairly be 
supposed to have lived after his time, and have used 
his description as their model. 

Quintus Calaber indeed, like Virgil, makes Lao- 
coon express suspicion of the wooden horse ; but 
the wrath of Minerva, which he thereby incurs, is 
very differently manifested. As the Trojan utters 

^ See Appendix, note 8. 
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his warning, the earth trembles beneath him, pain 
and terror fall upon him ; a burning pain rages in 
his eyes ; his brain gives way ; he raves > he becomes 
blind. After his blindness, since he still continues 
to advise the burning of the wooden horse, Minerva 
sends two terrible dragons, which, however, attack 
only Laocoon's children. In vain they stretch out 
their hands to their father. The poor blind man 
cannot help them. They are torn and mangled, 
and the serpents glide away into the ground, doing 
no injury to Laocoon himself. That this was not 
peculiar to Quintus,^ but must have been generally 
accepted, appears from a passage in Lycophron, 
where these serpents receive the name of "child- 
eaters." ^ 

But if this circumstance were generally accepted 
among the Greeks, Greek artists would hardly have 
ventured to depart from it. Or, if they made vari- 
ations, these would not be likely to be the same as 
those of a Roman poet, had they not known him 
and perhaps been especially commissioned to use 
him as their model. We must insist on this point, 
I think, if we would uphold Martiani and Mont- 
faucon. Virgil is the first and only one' who repre- 
sents both father and children as devoured by the 
serpents ; the sculptors have done this also, although, 
as Greeks, they should not; probably, therefore, 
they did it in consequence of Virgil's example. 

1 Paralip. lib. xii. v. 398-408. 

' Or rather serpent, for Lycophron mentions but one s 

Kol naudoPpciTog nopKeiog vrjaovg dtTrXof* 
' See Appendix, note 9. 
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I am well aware that this probability falls far 
short of historical certainty. But since I mean to 
draw no historical conclusions from it, we may be 
allowed to use it as an hypothesis on which to base 
our remarks. Let us suppose, then, that the sculptors 
used Virgil as their model, and see in what way they 
would have copied him. The cry has been already 
discussed. A further comparison may perhaps lead 
to not less instructive results. 

The idea of coiling the murderous serpents about 
both father and sons, tying them thus into one 
knot, is certainly a very happy one, and betrays 
great picturesqueness of fancy. Whose was it ? the 
poet's or the artist's ? Montfaucon thinks it is not 
to be found in the poem ;^ but, in my opinion, he 
has not read the passage with sufficient care, 

nil agmine certo 
Laocoonta petunt, et primum parva duonim 
Corpora natorum serpens amplexus uterque 
Implicat et miseros morsu depascitur artus. 
Post ipsum, auxilio subeuntem et tela ferentem, 
Corripiunt spirisque ligant ingentibus.2 

The poet has described the serpents as being of 
a wonderful length. They have wound their coils 
about the boys and seize the father also (corripiunt) 

1 See Appendix, note lo. 

* Their destined way they take, 

And to Laocoon and his children make ; 
And first around the tender boys they wind, 
Then with their sharpened fangs their limbs and bodies grind* 
The wretched father, running to their aid 
With pious haste, but vain, they next invade.^w— Dryden. 
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as he comes to their aid. Owing to their great 
length they could not in an instant have disengaged . -. 
themselves from the boys. There must therefore ^'^ l^^^ 
have been a moment when the heads and forward ^'<^^^*^*^'' ^' 
parts of the bodies had attacked the father while the J'^ / Utivi 
boys were still held imprisoned in the hindmost /^,n^ ^tt( 
coils. Such a moment is unavoidable in the prog- -^;' ^ ^' 
ress of the poetic picture; and the poet makes it / 

abundantly manifest, though that was not the time *^^\ 

to describe it in detail. A passage in Douatus* ^ ' '■'-'* 
seems to prove that the old commentators were con- ^^ 

scious of it ; and there was still less likelihood of its 
escaping the notice of artists whose trained eye was 
quick to perceive any thing that could be tiurned to 
their advantage. 

The poet carefully leaves Laocoon*s arms free ; , ^ y 
that he may have the full use of his hands. n»i*t.A'( 

Ille simul manibus tendit divellere nodos.2 ^A« . do 

In this point the artist must necessarily have fol- ' ''■ ^ 
lowed him ; for nothing contributes more to the 
expression of life and motion than the action of c^. tV^ 
the hands. In representations of passion, espe- > -- ^ ^ '* • - 
cially, the most speaking countenance is ineffective 
without it. ^rms fastened close to the body by the 
serpents' coils would have made the whole group 
cold and deadN We consequently see them in full 
activity, botlvro the main figure and the lesser ones, 
and most active where for the moment the pain is 
sharpest. 

1 See Appendix, note ii. 

' With both his hands he labors at the knots. 
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Wth the exception of this freedom of the aims, 
there was, however, nothing in the poet's manner of 
coiling the serpents which could be turned to account 
by the artists. Virgil winds them twice round the 
body and twice round the neck of Laocoon, and lets 
their heads tower high above him. 

Bis medium amplexi, bis collo sqaamea circum 
Terga dad, soperant capite et cenridbus altis.^ 

I This description satisfies our imagination completely. 
The noblest parts of the body are compressed to 
suffocation, and the poison is aimed directly at the 
face. It furnished, however, no picture for the artist, 
who would show the physical effects of the poison 
and the pain. To render these conspicuous, the 
nobler parts of the body must be left as free as pos- 
sible, subjected to no outward pressure which would 
change and weaken the play of the suffering nerves 
and laboring muscles. The double coils would have 
concealed the whole trunk and rendered invisible 
that most expressive contraction of the abdomen. 
What of the body would be distinguishable above 
or below or between the coils would have been 
swollen and compressed, not by inward pain but by 
outward violence. So many rings about the neck 

/would have destroyed the pyramidal shape of the 
group which is now pleasing to the eye, while the 
pointed heads of the serpents projecting far above 

1 Twice round his waist their winding volumes rolled. 
And twice about his gasping throat they fold. 
The priest thus doubly choked, — their crests divide, 
And towering o*er his head in triumph ride. — Dryden. 
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tiiis huge mass, would have been such a violation of 
the rules of proportion that the effect of the whole 
would have been made repulsive in the extreme. 
There have been designers so devoid of perception 
as to follow the poet implicitly. One example of 
the hideous result may be found among the illustra- 
tions by Francis Clejni.^ The old sculptors saw at 
a glance that their art required a totally different 
treatment. They transferred all the coils from the 
trunk and neck to the thighs and feet, parts which 
might be concealed and compressed without injury 
to the expression. By this means they also conveyed 
the idea of arrested flight, and a certain immobility 
very favorable to the arbitrary continuance of one 
posture. 

I know not how it happens that the critics have 
passed over in silence this marked difference between 
the coils in the marble and in the poem. It reveals 
the wisdom of the artist quite as much as another 
difference which they all comment upon, though 
rather by way of excuse than of praise, — the dif- 
ference in the dress. Virgil's Laocoon is in his 
priestiy robes, while in the group he, as well as his 
two sons, appears completely naked. Some persons, 
it is said, find a great incongruity in the fact that a 
king's son, a priest, should be represented naked 
when offering a sacrifice. To this tiie critics answer 
in all seriousness that it is, to be sure, a violation 
of usage but that the artists were driven to it from 
inability to give their figures suitable clothing. Sculp* 

1 See Appendix, note 12. 
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ture, they say, cannot imitate stuffs. Thick folds 
produce a bad effect. Of two evils they have there- 
fore chosen the lesser, and preferred to offend against 
truth rather than be necessarily faulty in drapery.' 
The old artists might have laughed at the objection, 
hut 1 know not what they would have said to this 
manner of answering it. No greater insult could be 
paid to art. Suppose sculpture could imitate differ- 

ient textures as well as painting, would Laocoon 
necessarily have been draped? Should we lose 
nothing by drapery ? Has a garment, the work of 
slavish hands, as much beauty as an organized body, 
the work of eternal wisdom ? Does the imitation of 
the one require the same skill, involve the same 
merit, bring the same honor as the imitation of the 
other,' Do our eyes require but to be deceived, and 
is it a matter of indifference to them with what they 
are deceived ? 

In poetry a robe is no robe. It conceals nothing. 
Our imagination sees through it in every part 
Whether Virgil's Laocoon be clothed or not, the 
agony in every fibre of his body is equally visible. 
The brow is bound with the priestly fillet, but not 
concealed. Nay, so far from being a hinderance, the 
fillet rather strengthens our impression of the suf- 
ferer's agony. 

Perfusus sanie vittaa atroque veneno.' 
His priestly dignity avails him nothing. The very 



' See Appcndii, note 13. 

■ His holy fillets the blue venom blots. — Dkyden, 
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badge of it, which wins him universal consideration 
and respect, is saturated and desecrated with the 
poisonous slaver. 

But this subordinate idea the artist had to sacri- 
fice to the general eflEect. Had he retained even the 
fillet, his work would have lost in expression from 
the partial concealment of the brow which is the 
seat of expression. ^\.s in the case of the cry he 
sacrificed expression to beauty, he here sacrificed 
conventionality to expressionA Conventionality, in- 
deed, was held of small accotmt among the ancients. 
They felt that art, in the attainment of beauty, its true 
end, could dispense with conventionalities altogether. 
Necessity invented clothes, but what has art to do 
with necessity? There is a beauty of drapery, I 
admit ; but it is nothing as compared with the beauty 
of the himian form. Will he \yho can attain to the 
greater rest content with the lesser? I fear that 
the most accomplished master in drapery^ by his 
yeiy dexterity, proves lus weakness, . . pocTR^ 

i ^^t^7 '^tvfty aU^, i^i^i ^V^>f :l^'^c' 
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My supposition that the artists imitated the poet is 
no disparagement to them. On the contrary the 
manner of their imitation reflects the greatest credit 
on their wisdom. They followed the poet without suf- 
fering him in the smallest particular to mislead them. 
A model was set them, but the task of transferring it 
from one art into another gave them abundant oppor- 
tunity for independent thought. The originality 
manifested in their deviations from the model proves 
them to have been no less great in their art than the 
poet was in his. 

Now, reversing the matter, I will suppose the poet 
to be working after the model set him by the artists. 
This is a supposition maintained by various scholars.* 
I know of no historical arguments in favor of their 
opinion. The work appeared to them of such 
exceeding beauty that they could not believe it to be 
of comparatively recent date. It must have been 
made when art was at its perfection, because it was 
worthy of that period. 

We have seen that, admirable as Virgil's picture 
is, the^re are yet traits in it unavailable for the 

^ See Appendix, note 14. 
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artist. The saying therefore requires some modifi- 
cation, that a good poetical description must make a 
good picture, and that a poet describes well only 
in so far as his details may be used by the artist. 
Even without the proof furnished by examples, we 
should be inclined to predicate such limitation from 
a consideration of the wider sphere of poetry, the 
infinite range of our imagination, and the intangi- 
bility of its images. These may stand side by side 
in the greatest number and variety without conceal- 
ment or detriment to any, just as the objects them- 
selves or their natural symbols would in the narrow 
limits of time or space. 

But if the smaller cannot contain the greater it 
can be contained in the greater. In other words, if 
not every trait employed by the descriptive poet can 
produce an equally good effect on canvas or in 
marble, can every trait of the artist be equally effec- 
tive in the work of the poet? Undoubtedly; for 
what pleases us in a work of art pleases not the eye, 
but the imagination through the eye. The same 
picture, whether presented to the imagination by 
arbitrary or natural signs, must always give us a 
similar pleasure, though not always in the same 
degree. 

But even granting this, I confess that the idea of 
Virgil's having imitated the artists is more incon- 
ceivable to me than the contrary hypothesis. If 
the artists copied the poet, I can account for all 
their deviations. Differences would necessarily have 
arisen, because many traits employed by him with 
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good effect would in their work have been objection- 
able. But why such deviations in the poet ? Would 
he not have given us an admirable picture by copy- 
ing the group faithfully in every particular ? * 

I can perfectly understand how his fancy, working 
independently, should have suggested to him this 
and that feature, but I see no reason why his judg- 
ment shoidd have thought it necessary to transform 
the beauties that were before his eves into these 
differing ones. 

It even seems to me that, had Virgil ased this 
group as his model, he could hardly have contented 
himself with leaving the general embrace of the 
three bodies within the serpents' folds to be thus 
guessed aL The impression upon his eye would 
have been so vivid and admirable, that he coidd 
not have failed to give the position greater promi- 
nence in his description. As I have said, that was 
not the time to dwell upon its details ; but the ad- 
dition of a single word might have put a decisive 
emphasis upon it, even in the shadow in which the 
poet was constrained to leave it What the artist 
could present without that word, the poet would not 
have failed to express by it, had the work of art 
been before him. 

The artist had imperative reasons for not allowing 
the sufferings of his Laocoon to break out into cries. 
But if the poet had had before him in the marble 
this touching union of pain with beauty, he would 
certainly have been under no necessity of disregurd- 

1 See Appendix, note 15. 
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mg the idea of manly dignity and magnanimous 
patience arising from it and making his Laocoon 
suddenly startle us with that terrible cry. Richard- 
son says that Virgil's Laocoon needed to scream, 
because the poet's object was not so much to excite 
compassion for him as to arouse fear and horror 
among the Trojans. This I am ready to grant, 
although Richardson appears not to have considered 
that the poet is not giving the description in his own 
person, but puts it into the mouth of ^neas, who, 
in his narration to Dido, spared no pains to arouse 
her compassion. The cry, however, is not what 
surprises me, but the absence of all intermediate 
stages of emotion, which the marble could not have 
failed to suggest to the poet if, as we are supposing, 
he had used that as his model. Richardson goes on 
to say, that the story of Laocoon was meant only as 
an introduction to the pathetic description of the 
final destruction of Troy, and that the poet was 
therefore anxious not to divert to the misfortunes of 
a private citizen the attention which should be con- 
centrated on the last dreadful night of a great city.^ 
But this is a painter's point of view, and here inad- 
missible. In the poem, the fate of Laocoon and the 
destruction of the city do not stand side by side as 
in a picture. They form no single whole to be em- 
braced at one glance, in which case alone there would 
have been danger of having the eye more attracted 
by the Laocoon than by the burning city. The two 
descriptions succeed each other, and I fail to see 

^ See Appendix, note 16. 
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how the deepest emotion produced by the first could 
prejudice the one that follows. Any want of effect 
in the second must be owing to its inherent want of 
pathos. 

Still less reason would the poet have had for alter- 
ing the serpents' coils. In the marble they occupy 
the hands and encumber the feet, an arrangement 
not less impressive to the imagination than satisfac- 
tory to the eye. The picture is so distinct and clear 
that words can scarcely make it plainer than natural 
signs. 

Micat alter et ipsum 

Laocoonta petit, totumque infraque supraqae 

Implicat et rabido tandem ferit ilia morsu. 
• ....• 

At serpens lapsu crebro redeunte subintrat 
Lubricns, intortoque ligat genua infima noda 

These lines are by Sadolet They would doubt- 
less have come with greater picturesqueness from 
Virgil, had his fancy been fired by the visible model. 
Under those circumstances he would certainly have 
written better lines than those we now have of 
him. 

Bis medium amplexi, bis collo squamea dream 
Terga dati, superant capite et cervicibus altis. 

These details satisfy the imagination, it is true ; but 
not if we dwell upon them and try to bring them 
distinctly before us. We must look now at the 
serpents, and now at Laocoon. The moment we 
try to combine them into one picture, the grouping 



LAOCOON. 47 

begins to displease, and appear in the highest degree 
unpicturesque. 

But these deviations from his supposed model, 
even if not unfortunate, were entirely arbitrary. 
Imitation is intended to produce likeness, but how 
can likeness result from needless changes? Such 
changes rather show that the intention was not to 
produce likeness, consequently that there has been 
no imitation. 

Perhaps not of the whole, some may urge, but of 
certain parts. Good; but what are the parts so 
exactly corresponding in the marble and in the 
poem, that the poet might seem to have borrowed 
them from the sculptor ? The father, the children, 
and the serpents, both poet and sculptor received 
from history. Except what is traditional in both, 
they agree in nothing but the single circumstance 
that father and sons are bound by the serpents* coils 
into a single knot. But this arose from the new 
version, according to which father and sons were 
involved in a common destruction, — a version, as 
already shown, to be attributed rather to Virgil, 
since the Greek traditions tell the story differently. 
If, then, there should have been any imitation here, 
it is more likely to have been on the side of the 
artist than of the poet. In all other respects their 
representations differ, but in such a way that the 
deviations, if made by the artist, are perfectly con- 
sistent with an intention to copy the poet, being 
such as the sphere and limitations of his art would 
impose on him. They are, on tne contrary, so 
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many arguments against the supposed imitation of 
the sculptor by the poet. Those who, in the face 
of these objections, still maintain this supposition, 
can only mean that the group is older than the 
poem. 
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VII. 

When we speak of an artist as imitating a poet or a 
poet an artist, we may mean one of two things, — 
either that one makes the work of the other his^ ? 
actual model, or that the same original is before \ 
them both, and one borrows from the other the y*-^' 
manner of copying it. ^ 

When Virgil describes the shield of JEneas, his 
imitation of the artist who made the shield is of the 
former kind. The work of art, not what it repre- 
sents, is his model. Even if he describe the devices 
upon it they are described as part of the shield, not 
as independently existing objects. Had Virgil, on 
the other hand, copied the group of the Laocoon, 
this would have been an imitation of the second 
kind. He would then have been copying, not the 
actual group, but what the group represents, and 
would have borrowed from the marble only the 
details of his copy. 

In imitations of the first kind the poet is an origina- 
tor, in those of the second a copyist. The first is 
part of the universal imitation which constitutes the 
very essence of his art, and his work is that of a 
genius, whether his model be nature or the product 
of other arts. The second degrades him utterly, 
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Instead of the thing itself, he imitates its imitations, 
and gives us a lifeless reflection of another's genius 
for original touches of his own. 

In the by no means rare cases where poet and 
artist must study their common original from the 
same point of view, their copies cannot but coincide 
in many respects, although there may have been no 
manner of imitation or emulation between them. 
These coincidences among contemporaneous artistls 
and poets may lead to mutual illustrations of things 
no longer present to us. But to try to help out these 
illustrations by tracing design where was only chance, 
and especially by attributing to the poet at every 
detail a reference to this statue or that picture, is 
doing him very doubtful service. Nor is the reader 
a gainer by a process which renders the beautiful 
passages perfectly intelligible, no doubt, but at the 
sacrifice of all their life. 

This is the design and the mistake of a famous 
English work by the Rev. Mr. Spen ce, entitled, 
" Polymetis ; or. An inquiry concerning the agree- 
ment between the works of the Roman poets and 
the remains of the ancient artists, being an attempt 
to illustrate them mutually from one another."^ 
Spence has brought to his work great classical 
learning and a thorough knowledge of the surviving 
works of ancient art. His design of using these as 
means to explain the Roman poets, and making the 
poets in turn throw light on works of art hitherto 

^ The first edition was issued in 1747; the second, 17551 
Selections by N. Tindal have been printed more than once. 
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imperfectly understood, has been in many instances 
happily accomplished. But I nevertheless maintain 
that to every reader of taste his book must be intol- 
erable. 

When Valerius Flaccus describes the winged thun- 
derbolts on the shields of the Roman soldiers, — 

» Nee primus radios, miles Romane, corusci 
Fulminis et rutilas scutis diffuderis alas, 

the description is naturally made more intelligible to 
me by seeing the representation of such a shield on 
an ancient monument.^ It is possible that the old 
armorers represented Mars upon helmets and shields 
in the same hovering attitude that Addison thought 
he saw him in with Rhea on an ancient coin,* and 
that Juvenal had such a helmet or shield in mind in 
that allusion of his which, till Addison, had been a 
puzzle to all commentators. 

The passage in Ovid where the wearied Cephalus 
invokes Aura, the cooling zephyr, — 

''Aura venias 

Meque juves, intresque sinus, gratissima, nostros," 

and his Procris takes this Aura for the name of a 
rival, — this passage, I confess, seems to me more 
natural when I see that the ancients in their works 
of art personified the gentle breezes, and, under the 
name Aiurae, worshipped certain female sylphs.* 

I acknowledge that when Juvenal compares an 
idle patrician to a Hermes-column, we should hardly 

* VaL Flaccus, lib. vi. v. 55, 56. Polymetis, diaL vi p. 5a 
S See Appendix, note 17. ' See Appendix, note iS. 
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perceive the point of the comparison unless we had 
seen such a column and knew it to be a pooriy cut 
pillar, bearing the head, or at most the trunk, of the 
god, and, owing to the want of hands and feet, sug- 
gesting the idea of inactivity.^ 

Illustrations of this kind are not to be despised, 
though neither always necessary nor always conclu- 
sive. Either the poet regarded the work of art not 
as a copy but as an independent original, or both 
artist and poet were embodying certain accepted 
ideas. Their representations would necessarily have 
many points of resemblance, which serve as so 
many proofs of the universality of the ideas. 

But when Tibullus describes Apollo as he appeared 
to him in a dream, — the fairest of youths, his 
temples wreathed with the chaste laurel, Syrian 
odors breathing from his golden hair that falls in 
ripples over his long neck, his whole body as pink 
and white as the cheek of the bride when led to her 
bridegroom, — why need these traits have been bor- 
rowed from famous old pictures? Echion's "nova 
nupta verecundia notabilis " may have been in Rome 
and been copied thousands of times : did that prove 
virgin modesty itself to have vanished from the 
world? Since the painter saw it, was no poet to see 
it more save in the painter's imitation ? * Or when 
another poet speaks of Vulcan as wearied and his 
face reddened by the forge, did he need a picture to 

1 See Appendix, note 19. 

s Tibullus, Eleg. 4, lib. ilL Polymetis, dial, viii 
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teach him that labor wearies and heat reddeio?* 
Or when Lucretius describes the alternations of the 
seasons and brings them before us in the 6rder of 
nature, with their whole train of effects on earth 
and air, was Lucretius the creature of a day ? had 
he lived through no entire year and seen its changes, 
that he must needs have taken his description from 
a procession of statues representing the seasons? 
Did he need to learn from statues the old poetic 
device of making actual beings out of such abstrac- 
tions?' Or Virgil's "pontem indignatus Araxes," 
that admirable poetic picture of a river overflowing 
its banks and tearing down the bridge that spans it, — 
do we not destroy all its beauty by making it simply a 
reference to some work of art, wherein the river god 
was represented as actually demolishing a bridge ? • 
What do we want of such illustrations which banish'jj 
the poet from his own clearest lines to give us in I.' 
his place the reflection of some artist's fancy? 

I regret that this tasteless conceit of substituting 
for the creations of the poet's own imagination a 
familiarity with those of others should have ren- 
dered a book, so useful as the Polymetis might have 
been made, as offensive as the feeblest commentaries 
of the shallowest quibblers, and far more deroga- 
tory to the classic authors. Still more do I regret 
that Addison should in this respect have been the 
predecessor of Spence, and, in his praiseworthy 

1 Statius, lib. L Sylv. 5, v. 8. Polymetis, dial viii, 

* See Appendix, note 2a 

■ ^neid, lib. viii. 725. Polymetis, dial. xiv. 
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desire to make the old works of art serve as inter- 
preters, have failed to discriminate between those 
cases where imitation of the artist would be becom- 
ing in the poet, and those where it would be degrad- 
ing to him.^ 

1 In Tarious passages of his Travels [Remarks on Italy^ 
and his Dialogues on Ancient Medals. 
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VIII. 

• 

Spence has the strangest notions of the resemblance 
between painting and poetry. He believes the two 
arts to have been so closely connected among the 
ancients that they always went hand in hand, the 
poet never losing sight of the painter, nor the pain- 
ter of the poet. That poetry has the wider sphere, 
that beauties are within her reach which painting can 
never attain, that she may often see reason to prefer 
unpicturesque beauties to picturesque ones, — these 
things seem never to have occurred to him. The. . 
slightest difference, therefore, between the old poets \ 
and artists throws him into an embarrassment from j 
which it taxes all his ingenuity to escape. 

The poets generally gave Bacchus horns. Spence 
is therefore surprised that we seldom see these 
appendages on his statues.^ He suggests one rea- 
son and another; now the ignorance of the anti- 
quarians, and again ''the smallness of the horns 
themselves, which were very likely to be hid under 
the crown of grapes or ivy which is almost a con- 
''stant ornament of the head of Bacchus." He goes 
all round the true cause without ever suspecting it. 
The horns of Bacchus were not a natural growth 

^ Polymetis, diaL ix. 



like those of fauns and satyrs. They were oma' 
ments which he could assume or lay aside at 
pleasure. 

Tib:, cum sine coniibus adstaa, 
VirgineuDi caput est, . , , 

says Ovid in his solemn invocation to Bacchus,' 
He could therefore show himself without horns, and 
did, in fact, thus show himself when he wished to 
appear in his virgin beauty. In this form artists 

! would choose to represent him, and necessarily 
omitted all disagreeable accompaniments. Horns 
fastened to the diadem, as we see thern on a head in 
the royal museum in Berlin,' would have been a 
cumbersome appendage, as would also the diadem 
itself, concealing the beautiful brow. For this rea- 
. son the diadem appears as rarely as the homa on 
the statues of Bacchus, although, as its inventor, he 
is often crowned with it by the poets. In poetry 
both horns and diadem served as subtle allusions to 
the deeds and character of the god : in a picture or 
statue they would have stood in the way of greater 
beauties. If Bacchus, as I believe, received the 
name of Biformis, JijiOQifog, from having an aspect 
of beauty as well as of terror, the artists would 
naturally have chosen the shape best adapted to the 
object of their art. 
In the Roman poets Minerva and Juno often 






Metamorpk lib. iv. ig, 2a When thou appearest c 
homed, thy heiid is as the head of a virgin. 
1 Begeri Thea. Biaadenb. voL iii. p. 24% 
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hurl the thunderbolt. Why are they not so repre- 
sented in art? asks Spence.' He answers, "This 
power was the privilege of these two goddesses, the 
reason of which was, perhaps, first learnt in the Sam- 
othracian mysteries. But since, among the ancient 
Romans, artists were considered as of inferior rank, 
and therefore rarely initiated into them, they would 
doubtless know nothing of them ; and what they 
knew not of they clearly could not represent." I 
should like to ask Spence whether these common 
people were working independently, or under the 
orders of superiors who might be initiated into the 
mysteries ; whether the artists occupied such a de- 
graded position among the Greeks ; whether the 
Roman artists were not for the most part Greeks by 
birth ; and so on. 

Statins and Valerius Flaccus describe an angry 
Venus with such terrible features that we should 
take her at the moment for a fury rather than for the 
goddess of love. Spence searches in vain for such 
a Venus among the works of ancient art. What is 
his conclusion ? That more is allowed to the poet 
than to the sculptor and painter ? That should 
have been his inference. But he has once for all 
established as a general rule that " scarce any thing 
can be good in a poetical description which would 
appear absurd if represented in a statue or picture.'" 
Consequently the poets must be wrong. " Statins 
and Valerius Flaccus belong to an age when Roman 
poetry was already in its decline. In this very 
iPolymelis, dial. vi. ' PoljmetU, dial, ut. 
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passage they display their bad judgment and cor- 
rupted taste. Among the poets of a. better age such 
a repudiation of the laws of artistic expression will 
never be found." ' 

Such criticism shows small power of discrJmina- 
lian. I do not propose to undertake the defence of 
either Statius or Valerius, but will simply make a 
general remark. The gods and other spiritual 
beings represented by the artist are not precisely the 
same as those introduced by the poet. To the artist 
they are personified abstractions which must always 
be characterized in the same way, or we fail to 
recognize them. In poetry, on the contrary, they 
are real beings, acting and working, and possessing, 
besides their general character, qualities and passions 
which may upon occasion take precedence. Venus 
is to the sculptor simply love. He must therefore 
endow her with all the modest beauty, all the tender 
charms, which, as delighting us in the beloved object, 
go to make up our abstract idea of love. The least 
departure from this ideal prevents our recognizing 
her image. Beauty distinguished more by majesty 
than modesty is no longer Venus but Juno. Charms 
commanding and manly rather than tender, give 
us, instead of a Venus, a Minerva. A Venus 
all wrath, a Venus urged by revenge and rage, is 
to the sculptor a contradiction in terms. For love, 
as love, never is angry, never avenges itself. To 
the poet, Venus is love also, but she is the god- 
dess of iove, who has her own Individuality outside 

1 Polymetis, dial. viL 
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of this ore characteristic, and can therefore be 
actuated by aversion as well as affection. What 
wonder, then, that in poetry she blazes into anger and 
rage, especially under the provocation of insulted 
love ? 

The artist, indeed, like the poet, may, in works • 
composed of several figures, introduce Venus or an} 
other deity, not simply by her one characteristic, but 
as a living, acting being. But the actions, if not the^ 
direct results of her character, must not be at vari- 
ance with it. Venus delivering to her son the 
armor of the gods is a subject equally suitable to 
artist and poet. For here she can be endowed with 
all the grace and beauty befitting the goddess of 
love. Such treatment will be of advantage as help- 
ing us the more easily to recognize her. But when 
Venus, intent on revenging herself on her con- 
temners, the men of Lemnos, wild, in colossal shape, 
with cheeks inflamed and dishevelled hair, seizes the 
torch, and, wrapping a black robe about her, flies 
downward on the storm-cloud, — that is no moment 
for the painter, because he has no means of making 
us recognize her. The poet alone has the privilege 
of availing himself of it. He can imite it so closely 
with some other moment when the goddess is the 
true Venus, that we do not in the fury forget the 
goddess of love. Flaccus does this, — 

Neque enim alma videri 
Jam tumet ; aut tereti crinem subnectitur auro^ 
Sidereos diffusa sinus. Eadem effera et ingens 
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Instead of the thing itself, he imitates its imitations, 
and gives us a lifeless reflection of another's genius 
for original touches of his own. 

In the by no means rare cases where poet and 

artist must study their common original from the 

same point of view, their copies cannot but coincide 

in many respects, although there may have been no 

manner of imitation or emulation between them. 

These coincidences among contemporaneous artistls 

and poets may lead to mutual illustrations of things 

no longer present to us. But to try to help out these 

illustrations by tracing design where was only chance, 

and especially by attributing to the poet at every 

detail a reference to this statue or that picture, is 

doing him very doubtful service. Nor is the reader 

^ a gainer by a process which renders the beautiful 

I passages perfectly intelligible, no doubt, but at the 

^ sacrifice of all their life. 

This is the design and the mistake of a famous 
English work by the Rev. Mr. Spen ce, entitled, 
" Polymetis ; or. An inquiry concerning the agree- 
ment between the works of the Roman poets and 
the remains of the ancient artists, being an attempt 
to illustrate them mutually from one another."^ 
Spence has brought to his work great classical 
learning and a thorough knowledge of the surviving 
works of ancient art. His design of using these as 
means to explain the Roman poets, and making the 
poets in turn throw light on works of art hitherto 

^ The first edition was issued in 1747; the second, 17551 
Selections by N. Tindal have been printed more than once. 
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imperfectly understood, has been in many instances 
happily accomplished. But I nevertheless maintain 
that to every reader of taste his book must be intol- 
erable. 

When Valerius Flaccus describes the winged thun- 
derbolts on the shields of the Roman soldiers,— 

» Nee primus radios, miles Romane, corusci 
Fulminis et rutilas scutis diHuderis alas, 

the description is naturally made more intelligible to 
me by seeing the representation of such a shield on 
an ancient monument.^ It is possible that the old 
armorers represented Mars upon helmets and shields 
in the same hovering attitude that Addison thought 
he saw him in with Rhea on an ancient coin,* and 
that Juvenal had such a helmet or shield in mind in 
that allusion of his which, till Addison, had been a 
puzzle to all commentators. 

The passage in Ovid where the wearied Cephalus 
invokes Aura, the cooling zephyr, — 

"Aura venias 

Meque juves, intresque sinus, gratissima, nostros," 

and his Procris takes this Aura for the name of a 
rival, — this passage, I confess, seems to me more 
natural when I see that the ancients in their works 
of art personified the gentle breezes, and, under the 
name Aurae, worshipped certain female sylphs.' 

I acknowledge that when Juvenal compares an 
idle patrician to a Hermes-column, we should hardly 

* VaL Flaccus, lib. vi. v. 55, 56. Polymetis, diaL vL p. 5a 
S See Appendix, note 17. ' See Appendix, note 18. 
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perceive the point of the comparison unless we had 
seen such a column and knew it to be a poorly cut 
pillar, bearing the head, or at most the trunk, of the 
god, and, owing to the want of hands and feet, sug- 
gesting the idea of inactivity.* 

Illustrations of this kind are not to be despised, 
though neither always necessary nor always conclu- 
sive. Either the poet regarded the work of art not 
as a copy but as an independent original, or both 
artist and poet were embodying certain accepted 
ideas. Their representations would necessarily have 
many points of resemblance, which serve as so 
many proofs of the universality of the ideas. 

But when Tibullus describes Apollo as he appeared 
to him in a dream, — the fairest of youths, his 
temples wreathed with the chaste laurel, S)rrian 
odors breathing from his golden hair that falls in 
ripples over his long neck, his whole body as pink 
and white as the cheek of the bride when led to her 
bridegroom, — why need these traits have been bor- 
rowed from famous old pictures ? Echion's " nova 
nupta verecundia notabilis " may have been in Rome 
and been copied thousands of times : did that prove 
virgin modesty itself to have vanished from the 
world ? Since the painter saw it, was no poet to see 
it more save in the painter's imitation ? ^ Or when 
another poet speaks of Vulcan as wearied and his 
face reddened by the forge, did he need a picture to 

^ See Appendix, note 19. 

' Tibullus, Eleg. 4, lib. ilL Polymetis, diaL viii 
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teach him that labor wearies and heat reddeuo?* 
Or when Lucretius describes the alternations of the 
seasons and brings them before us in the 6rder of 
nature, with their whole train of effects on earth 
and air, was Lucretius the creature of a day ? had 
he lived through no entire year and seen its changes, 
that he must needs have taken his description from 
a procession of statues representing the seasons? 
Did he need to learn from statues the old poetic 
device of making actual beings out of such abstrac- 
tions?* Or Virgil's "pontem indignatus Araxes," 
that admirable poetic picture of a river overflowing 
its banks and tearing down the bridge that spans it, — 
do we not destroy all its beauty by making it simply a 
reference to some work of art, wherein the river god 
was represented as actually demolishing a bridge ? • / 
What do we want of such illustrations which banish^j j 
the poet from his own clearest lines to give us inr 
his place the reflection of some artist's fancy? 

I regret that this tasteless conceit of substituting 
for the creations of the poet's own imagination a 
familiarity with those of others should have ren- 
dered a book, so useful as the Polymetis might have 
been made, as offensive as the feeblest commentaries 
of the shallowest quibblers, and far more deroga- 
tory to the classic authors. Still more do I regret 
that Addison should in this respect have been the 
predecessor of Spence, and, in his praiseworthy 

^ Statius, lib. i. Sylv. 5, v. 8. Poljrmetis, diaL viiL 

* See Appendix, note 20. 

• ^neid, lib. viii 725. Polymetis, dial. xiv. 
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ence of religion or any other power outside tiie 
do.nain of arL He will therefore thinlc to confute 
hb antagonist by showing some figure wliich the 
connoisseur, without hesitation, but to the great 
vexE.ion of the learned world, will condemn back 
to the rabbish from which it had been dug.' 

But there is danger, on the other hand, of exag' 
gerating the influence of religion on art. Spence 
furnishes a remarkable instance of this. He found 
in Ovid that Vesta was not worshipped in her tem- 
ple under any human image, and he thence drew the 
conclusion that there had never been any statues of 
the goddess. What had passed for such must be 
statues, not of Vesta, but of a vestal virgin.' An 
extraordinary conclusion I Because the goddess was 
worshipped in one of her temples under the symbol 
of fire, did artists therefore lose all right to person- 
ify after their fashion a being to whom the poets 
give distinct personality, making her the daughter 
of Saturn and Ops, bringing her into danger of fall- 
ing under the ill treatment of Priapus, and narrating 
yet other things in regard to her? For Spence com- 
mits the further error of applying to all the temples 
of Vesta and to her worship generally what Ovid 
says only of a certain temple at Rome.* She was 
not everywhere worshipped as in this temple at 
Rome. Until Numa erected this particular sanc- 
tuary, she was not so worshipped even in Italy. Numa 

I See Appendix, note 23, 
* Polymetis, d[aL viL 
' See Appendix, note 14. 
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VIII. 

• 

Spence has the strangest notions of the resemblance 
between painting and poetry. He believes the two 
arts to have been so closely connected among the 
ancients that they always went hand in hand, the 
poet never losing sight of the painter, nor the pain- 
ter of the poet. That poetry has the wider sphere,-* 
that beauties are within her reach which painting can / 
never attain, that she may often see reason to prefer ( 
unpicturesque beauties to picturesque ones, — these j 
things seem never to have occurred to him. The, I 
slightest difference, therefore, between the old poets ^^ 
and artists throws him into an embarrassment from ' 
which it taxes all his ingenuity to escape. 

The poets generally gave Bacchus horns. Spence 
is therefore surprised that we seldom see these 
appendages on his statues.^ He suggests one rea- 
son and another ; now the ignorance of the anti- 
quarians, and again "tlie smallness of the horns 
themselves, which were very likely to be hid under 
the crown of grapes or ivy which is almost a con- 
^stant ornament of the head of Bacchus." He goes 
all round the true cause without ever suspecting it. 
The horns of Bacchus were not a natural growth 

^ Polymetis, diaL ix. 
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desire to make the old works of art serve as inter- 
preters, have failed to discriminate between those 
cases where imitation of the artist would be becom- 
ing in the poet, and those where it would be degrad- 
ing to him.i 

1 In various passages of his Travels [Remarks on Italy^ 
and his Dialogues on Ancient Medals. 
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VIII. 

• 

Spence has the strangest notions of the resemblance 
between painting and poetry. He believes the two 
arts to have been so closely connected among the 
ancients that they always went hand in hand, the 
poet never losing sight of the painter, nor the pain- 
ter of the poet. That poetry has the wider sphere,-, 
that beauties are within her reach which painting can / 
never attain, that she may often see reason to prefer I 
unpicturesque beauties to picturesque ones, — these 1 
things seem never to have occurred to him. TheJ 
slightest difference, therefore, between the old poets ; 
and artists throws him into an embarrassment from j 
which it taxes all his ingenuity to escape. 

The poets generally gave Bacchus horns. Spence 
is therefore surprised that we seldom see these 
appendages on his statues.^ He suggests one rea- 
son and another; now the ignorance of the anti- 
quarians, and again ^^the smallness of the horns 
themselves, which were very likely to be hid under 
the crown of grapes or ivy which is almost a con- 
^stant ornament of the head of Bacchus." He goes 
all round the true cause without ever suspecting it. 
The horns of Bacchus were not a natural growth 

^ Polymetis, diaL ix. 
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like those of fauns and satyrs. They were orna- 
ments which he could assume or lay aside at 
pleasure. 

Tibi, cum sine comibus adstas, 

VirgincuRi caput est, . . . 

says Ovid in hia solemn invocation to Bacchus.' 
He could therefore show himself without horns, and 
did, in fact, thus show himself when he wished to 
appear in his virgin beauty. In this form artists 

Would choose to represent him, and necessarily 
omitted all disagreeable accompaniments. Horns 

' fastened to the diadem, as we see them on a head in 
the royal museum in Berlin," would have been a 
cumbersome appendage, as would also the diadem 
itself, concealing the beautiful brow. For this rea- 

Ison the diadem appears as rarely as the horns on 
the statues of Bacchus, although, as its inventor, be 
b often crowned with it by the poets. la poetry 
both horns and diadem served as subtle allusions to 
the deeds and character of the god : in a picture or 
statue they would have stood in the way of greater 
beauties. If Bacchus, as I believe, received the 
name of Biformis, JljiOQrfog, from having an aspect 
of beauty as well as of terror, the artists would 
naturally have chosen the shape best adapted to the 
object of their art. 
In the Roman poets Minerva and Juno often 

' Metamorpb. lib. iv. 19, sa When tbou appeaiest un* 
horned, thy head is as the head of a virgin. 
1 Begeri Thes. Biandenb. voL iiL p. 242. 
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hurl the thunderbolt. Why are they not so repre- 
sented in art? asks Spence.^ He answers, "This 
power was the privilege of these two goddesses, the 
reason of which was, perhaps, first learnt in the Sam- 
othracian mysteries. But since, among the ancient 
Romans, artists were considered as of inferior rank, 
and therefore rarely initiated into them, they would 
doubtless know nothing of them ; and what they 
knew not of they clearly could not represent." I 
should like to ask Spence whether these common 
people were working independently, or under the 
orders of superiors who might be initiated into the 
mysteries ; whether the artists occupied such a de- 
graded position among the Greeks ; whether the 
Roman artists were not for the most part Greeks by 
birth ; and so on. 

Statius and Valerius Flaccus describe an angry 
Venus with such terrible features that we should 
take her at the moment for a fury rather than for the 
goddess of love. Spence searches in vain for such 
a Venus among the works of ancient art. What is 
his conclusion? That more is allowed to the poet 
than to the sculptor and painter f That should 
have been his inference. But he has once for all 
established as a general rule that " scarce any thing 
can be good in a poetical description which would 
appear absurd if represented in a statue or picture." ' 
Consequently the poets must be wrong. "Statius 
and Valerius Flaccus belong to an age when Roman 
poetry was already in its decline. In this very 
1 Polymetis, dial. vi. ^ Folymetis, dial. xx. 
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passage they display their bad judgment and cor- 
rupted taste. Among the poets of a better age such 
a repudiation of the laws of artistic expression will 
never be found." ' 

Such criticism shows small power of discrimina- 
tion, I do not propose to undertake the defence of 
either Statius or Valerius, but will simply make a 
general remark. The gods and other spiritual 
beings represented by the artist are not precisely the 
same as those introduced by the poet. To the artist 
they are personified abstractions which must always 
be characterized in the same way, or we fail to 
recognize them. In poetry, on the contrary, they 
are real beings, acting and working, and possessing, 
besides their general character, qualities and passions 
which may upon occasion take precedence. Venus 
is to the sculptor simply love. He must therefore 
endow her with all the modest beauty, all the tender 
charms, which, as delighting us in the beloved object, 
go to make up our abstract idea of love. The least 
departure from this ideal prevents our recognizing 
her image. Beauty distinguished more by majesty 
than modesty is no longer Venus but Juno. Charms 
commanding and manly rather than tender, give 
us, instead of a Venus, a Minerva. A Venus 
all wrath, a Venus urged by revenge and rage, is 
to the sculptor a contradiction in terms. For love, 
as love, never is angry, never avenges itself. To 
the poet, Venus is love also, but she is the god- 
dess of love, who has her own individuality outside 

> PulymeliE, di^l. viL 
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of this ore characteristic, and can therefore be 
actuated by aversion as well as affection. What 
wonder, then, that in poetry she blazes into anger and 
rage, especially under the provocation of insulted 
love? 

The artist, indeed, like the poet, may, in works ■ 
composed of several figures, introduce Venus or an} j 
other deity, not simply by her one characteristic, but 
as a living, acting being. But the actions, if not the- ^ 
direct results of her character, must not be at vari- 
ance with it. Venus delivering to her son the 
armor of the gods is a subject equally suitable to 
artist and poet. For here she can be endowed with 
all the grace and beauty befitting the goddess of 
love. Such treatment will be of advantage as help- 
ing us the more easily to recognize her. But when 
Venus, intent on revenging herself on her con- 
temners, the men of Lemnos, wild, in colossal shape, 
with cheeks inflamed and dishevelled hair, seizes the 
torch, and, wrapping a black robe about her, flies 
downward on the storm-cloud, — that is no moment 
for the painter, because he has no means of making 
us recognize her. The poet alone has the privilege 
of availing himself of it. He can unite it so closely 
with some other moment when the goddess is the 
true Venus, that we do not in the fury forget the 
goddess of love. Flaccus does this, — 

Neque enim alma videri 
Jam tumet ; aut tereti crinem subnectitur auro, 
Sidereos diffusa sinus. Eadem effera et ingens 
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Instead of the thing itself, he imitates its imitations, 
and gives us a lifeless reflection of another's genius 
for original touches of his own. 

In the by no means rare cases where poet and 
artist must study their common original from the 
same point of view, their copies cannot but coincide 
in many respects, although there may have been no 
manner of imitation or emulation between them. 
These coincidences among contemporaneous artistls 
and poets may lead to mutual illustrations of things 
no longer present to us. But to try to help out these 
illustrations by tracing design where was only chance, 
and especially by attributing to the poet at every 
detail a reference to this statue or that picture, is 
doing him very doubtful service. Nor is the reader 
a gainer by a process which renders the beautiful 
passages perfectly intelligible, no doubt, but at the 
sacrifice of all their life. 

This is the design and the mistake of a famous 
English work by the Rev. Mr. Spen ce, entitled, 
" Polymetis ; or. An inquiry concerning the agree- 
ment between the works of the Roman poets and 
the remains of the ancient artists, being an attempt 
to illustrate them mutually from one another."^ 
Spence has brought to his work great classical 
learning and a thorough knowledge of the surviving 
works of ancient art. His design of using these as 
means to explain the Roman poets, and making the 
poets in turn throw light on works of art hitherto 

^ The first edition was issued in 1747; the second, 17 551 
Selections by N. Tindal have been printed more than once. 
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imperfectly understood, has been in many instances 
happily accomplished. But I nevertheless maintain 
that to every reader of taste his book must be intol- 
erable. 

When Valerius Flaccus describes the winged thim- 
derbolts on the shields of the Roman soldiers, — 

• Nee primus radios, miles Romane, corusci 
Fulminis et rutilas scutis diHuderis alas, 

the description is naturally made more intelligible to 
me by seeing the representation of such a shield on 
an ancient monument.^ It is possible that the old 
armorers represented Mars upon helmets and shields 
in the same hovering attitude that Addison thought 
he saw him in with Rhea on an ancient coin,* and 
that Juvenal had such a helmet or shield in mind in 
that allusion of his which, till Addison, hud been a 
puzzle to all commentators. 

The passage in Ovid where the wearied Cephalus 
invokes Aura, the cooling zephyr, — 

''Aura venias 

Meque juves, intresque sinus, gratissima, nostros," 

and his Procris takes this Aura for the name of a 
rival, — this passage, I confess, seems to me more 
natural when I see that the ancients in their works 
of art personified the gentle breezes, and, under the 
name Aurae, worshipped certain female sylphs.' 

I acknowledge that when Juvenal compares an 
idle patrician to a Hermes-column, we should hardly 

* Val. Flaceus, lib. vi. v. 55, 56. Polymetis, diaL vL p. 5a 
S See Appendix, note 17. ^ See Appendix, note 18. 
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perceive the point of the comparison unless we had 
seen such a column and knew it to be a poorly cut 
pillar, bearing the head, or at most the trunk, of the 
god, and, owing to the want of hands and feet, sug- 
gesting the idea of inactivity.^ 

Illustrations of this kind are not to be despised, 
though neither always necessary nor always conclu- 
sive. Either the poet regarded the work of art not 
as a copy but as an independent original, or both 
artist and poet were embodying certain accepted 
ideas. Their representations would necessarily have 
many points of resemblance, which serve as so 
many proofs of the universality of the ideas. 

But when Tibullus describes Apollo as he appeared 
to him in a dream, — the fairest of youths, his 
temples wreathed with the chaste laurel, S)rrian 
odors breathing from his golden hair that falls in 
ripples over his long neck, his whole body as pink 
and white as the cheek of the bride when led to her 
bridegroom, — why need these traits have been bor- 
rowed from famous old pictures? Echion's "nova 
nupta verecundia notabilis " may have been in Rome 
and been copied thousands of times : did that prove 
virgin modesty itself to have vanished from the 
world? Since the painter saw it, was no poet to see 
it more save in the painter's imitation ? ^ Or when 
another poet speaks of Vulcan as wearied and his 
face reddened by the forge, did he need a picture to 

^ See Appendix, note 19. 

S Tibullus, Eleg. 4, lib. iiL Polymetis, diaL viii 
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teach him that labor wearies and heat reddeua?* 
Or when Lucretius describes the alternations of the 
seasons and brings them before us in the 6rder of 
nature, with their whole train of effects on earth 
and air, was Lucretius the creature of a day ? had 
he lived through no entire year and seen its changes, 
that he must needs have taken his description from 
a procession of statues representing the seasons? 
Did he need to learn from statues the old poetic 
device of making actual beings out of such abstrac- 
tions?* Or VirgiPs "pontem indignatus Araxes," 
that admirable poetic picture of a river overflowing 
its banks and tearing down the bridge that spans it, — 
do we not destroy all its beauty by making it simply a 
reference to some work of art, wherein the river god 
was represented as actually demolishing a bridge ? • / 
What do we want of such illustrations which banish'ji 
the poet from his own clearest lines to give us in^ 
his place the reflection of some artist's fancy ? 

I regret that this tasteless conceit of substituting 
for the creations of the poet's own imagination a 
familiarity with those of others should have ren- 
dered a book, so useful as the Polymetis might have 
been made, as offensive as the feeblest commentaries 
of the shallowest quibblers, and far more deroga- 
tory to the classic authors. Still more do I regret 
that Addison should in this respect have been the 
predecessor of Spence, and, in his praiseworthy 

1 Statius, lib. i. Sylv. 5, v. 8. Polymetis, diaL viiL 

• See Appendix, note 20. 

' ^neid, lib. viii. 725. Polymetis, dial. ziv. 
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Protogenes had painted the mother of Aristotle. 
I know not how much the philosopher paid for the 
picture, but instead of the full payment, or perhaps 
over and above it, he gave the painter a piece of 
advice which was of more value than the money. 
Not, as I believe, in the way of flattery, but because 
he knew that art needed to make itself universally 
intelligible, he advised him to paint the exploits of 
Alexander. The whole world was ringing with the 
fame of them, and he could foresee that their mem- 
ory would remain to all posterity. But Protogenes 
was not wise enough to follow this counsel. " Impe- ■ 
tus animi," says Pliny, " et quaedam artis libido," ^ 
a certain presumption in art, and a craving after 
something new and strange, led him to the choice of 
other subjects. He preferred the story of lalysus,^ 
of Cydippe, and others of like kind, whose meaning 
we can now scarce even conjecture. 

1 Lib. zxxv. sect jd * See Appendix, note yk 
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VIII. 

• 

Spence has the strangest notions of the resemblance 
between painting and poetry. He believes the two 
arts to have been so closely connected among the 
ancients that they always went hand in hand, the 
poet never losing sight of the painter, nor the pain- 
ter of the poet. That poetry has the wider sphere,-, 
that beauties are within her reach which painting can / 
never attain, that she may often see reason to prefer ( 
unpicturesque beauties to picturesque ones, — these l 
things seem never to have occurred to him. The. I 
slightest difference, therefore, between the old poets ; 
and artists throws him into an embarrassment from j 
which it taxes all his ingenuity to escape. ^ 

The poets generally gave Bacchus horns. Spence 
is therefore surprised that we seldom see these 
appendages on his statues.^ He suggests one rea- 
son and another; now the ignorance of the anti- 
quarians, and again "the smallness of the horns 
themselves, which were very likely to be hid under 
the crown of grapes or ivy which is almost a con- 
''stant ornament of the head of Bacchus." He goes 
all round the true cause without ever suspecting it. 
The horns of Bacchus were not a natural growth 

^ Polymetis, diaL iz. 
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like those of fauos and satyrs. They were orna- 
ments which he could assume or lay aside at 
pleasure. 

Tibi, cum sine comibus adsUs, 
Virgineum caput est, , , . 

says Ovid in his solemn invocation to Bacchus.* 
He could therefore show himself without horns, and 
did, in fact, thus show himself when he wished to 
appear in his virgin beauty. In this form artists 
would choose to represent him, and necessarily 
omitted all disagreeable accompaniments. Homs 
fastened to the diadem, as we see ihem on a head in 
the royal museum in Berlin,' would have been a 
cumbersome appendage, as would also the diadem 
itself, concealing the beautiful brow. For this rea- 
son the diadem appears as rarely as the horns on 
the statues of Bacchus, although, as its inventor, he 
is often crowned with it by the poets. In poetry 
both homs and diadem served as subtle allusions to 
the deeds and character of the god : in a picture or 
statue they would Iw.ve stood in the way of greater 
beauties. If Bacchus, as I believe, received the 
name of Biformis, MftOQtfog, from having an aspect 
of beauty as well as of terror, the artists would 
naturally have chosen the shape best adapted to the 
object of their art. 

In the Roman poets Minerva and Juno often 

• Metamorph. lib, iv. 19, za When thou appeaiest im« 
homed, thy bead is ai the head of 3 vii^a. 
' Begeii Thes. Brandenb. voL liL p. 243. 
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hurl the thunderbolt. Why are they not so repre- 
sented in art? asks Spence.' He answers, "This 
power was the privilege of these two goddesses, the 
reason of which was, perhaps, first learnt in the Sam- 
othracian mysteries. But since, among the ancient 
Romans, artists were considered as of inferior rank, 
and therefore rarely initiated into lliem, they would 
doubtless know nothing of them ; and what they 
knew not of they clearly could not represent." I 
should like to ask Spence whether these common 
people were working independently, or under the 
orders of superiors who might be initiated into the 
mysteries ; whether the artists occupied such a de- 
graded position among the Greeks ; whether the 
Roman artists were not for the most part Greeks by 
birth ; and so on. 

Statins and Valerius Flaccus describe an angry 
Venus witli such terrible features that we should 
take her at the moment for a fuiy rather than for the 
goddess of love. Spence searches in vain for such 
a Venus among the works of ancient art. What is 
his conclusion? That more is allowed to the poet 
than to the sculptor and painter? That should 
have been his inference. But he has once for all 
established as a general rule that " scarce any thing 
can be good in a poetical description which would 
appear absurd if represented in a statue or picture."' 
Consequently the poets must be wrong. " Statiua 
and Valerius Flaccus belong to an age when Roman 
poetry was already in its decline. In this very 
1 Foljnietis, dial. vi. ^ Polymelis, dial. ix. 
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passage they dbplay their bad jndgment and cor- 
rupted taste. Among the poets of a better age such 
a repudiation of the laws of artistic expression will 
never be found." * 

Such criticism shows small power of discrimina- 
tion. I do not propose to undertake the defence of 
either Statins or Valerius, but will simply make a 
general remark. The gods and other spiritual 
beings represented by the artist are not precisely the 
same as those introduced by the poet. To the artist 
they are personified abstractions which must always 
be characterized in the same way, or we fail to 
recogjnize them. In poetry, on the contrary, they 
are real beings, acting and working, and possessing, 
besides their general character, qualities and passions 
which may upon occasion take precedence. Venus 
is to the sculptor simply love. He must therefore 
endow her with all the modest beauty, all the tender 
charms, which, as delighting us in the beloved object, 

' go to make up our abstract idea of love. The least 
departure from this ideal prevents our recognizing 

• her image. Beauty distinguished more by majesty 
than modesty is no longer Venus but Juno. Charms 
commanding and manly rather than tender, give 
us, instead of a Venus, a Minerva. A Venus 
all wrath, a Venus urged by revenge and rage, is 
to the sculptor a contradiction in terms. For love, 
as love, never is angry, never avenges itself. To 
the poet, Venus is love also, but she is the god- 
dess of love, who has her own individuality outside 

1 Polymetis, dial, vii 
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of this ore characteristic, and can therefore be 
actuated by aversion as well as affection. What 
wonder, then, that in poetry she blazes into anger and 
rage, especially under the provocation of insulted 
love? 

The artist, indeed, like the poet, may, in works • 
composed of several figures, introduce Venus or an} 
other deity, not simply by her one characteristic, but 
as a living, acting being. But the actions, if not the i 
direct results of her character, must not be at vari- ll 
ance with it. Venus delivering to her son the * 
armor of the gods is a subject equally suitable to 
artist and poet For here she can be endowed with 
all the grace and beauty befitting the goddess of 
love. Such treatment will be of advantage as help- 
ing us the more easily to recognize her. But when 
Venus, intent on revenging herself on her con- 
temners, the men of Lemnos, wild, in colossal shape, 
with cheeks inflamed and dishevelled hair, seizes the 
torch, and, wrapping a black robe about her, flies 
downward on the storm-cloud, — that is no moment 
for the painter, because he has no means of making 
us recognize her. The poet alone has the privilege 
of availing himself of it. He can unite it so closely 
with some other moment when the goddess is the 
true Venus, that we do not in the fury forget the 
goddess of love. Flaccus does this, — 

Neque enim alma videri 
Jam tumet ; aut tereti crinem subnectitur auro, 
Sidereos diffusa sinus. Eadem effera et ingens 



El maculjs sufFeda geoas ; piDDinqiie sonantem 
Virginibus Stygiia, nigramqae Bimillima pallam.* 

And Statius also, — 

Ilia PsLphon veterem centumqne altaria linqueni^ 
Nee vultu nee crine prior, solvme jngalem 
Cestoa, et Idalias ptocul ablegassc volucres 
Fertur. Erant cette, media qui noctis in umbn 
Divam, alios ignea majoraquc tela gerentem, 
Taitaiias intn Ihalamis volitasse socores 
Vulgarenl ; olqac imptidtis arcana domoium 
Anguibus, ct 9xva formidine cuncta lepleiit 
lirnina.' 

Or, we may say, the poet alone possesses the art 
of so combining negative with positive traits as to 
unite two appearances in one. No longer now the 
tender Venus, her hair no more confined with golden 
clasps, no azure draperies floating about her, with- 
out her girdle, armed with other flames and larger 

' Argonaut. lib. u. v. 102-106. "GraciouB the goddesi 

i* not emulous to appear, nor does she tnnd her hair with 
the burnished gold, letling her starry tresses float about her. 
Wild she is and huge, her cheeks suffused with spots; most 
like to the Stygian virgins with crackling torch and black 

' Thebaid. lib. v, 61-64. " Leaving ancient Paphos and 
the hundred altars, not like her former self in countenance 
or ihe fashion of her hair, she is said to have loosened 
the nuptial girdle and have sent avray her doves. Some 
report that in the dead of night, bearing other fires and 
mightier arms, she had hasted with Che Tartarean sisters to 
bed-chambers, and filled the secret places of homes with 
twining snakes, and all thresholds with cruel fear." 
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If Homer*s works were completely destroyed, and 
nothing remained of the Iliad and Odyssey but this 
series of pictures proposed by Caylus, should we 
from these — even supposing them to be executed 
by the best masters — form the same idea that we 
now have of the poet's descriptive talent alone, 
setting aside all his other qualities as a poet? 

Let us take the first piece that comes to hand, ^ 
the picture of the plague.^ What do we see on the 
canvas ? Dead bodies, the flame of funeral pj^es, 
the dying busied with the dead, the angry god upon 
a cloud discharging his arrows. The profuse wealth 
of the picture becomes poverty in the poet. Should 
we attempt to restore the text of Homer from this 
picture, what can we make him say ? " Thereupon 
the wrath of Apollo was kindled, and he shot his 
arrows among the Grecian army. Many Greeks 
died, and their bodies were burned." Now let us 
turn to Homer himself:^ 

1 Iliad L 44-53. Tableaux tir^s de I'lliade, p. 7a 

Down he came, 
Down from the summit of the Olympian mount. 
Wrathful in heart ; his shoulders bore the bow 
And hollow quiver ; there the arrows rang 
Upon the shoulders of the angry god, 
As on he moved. He came as comes the nighty 
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perceive the point of the comparison unless we had 
seen such a column and knew it to be a poorly cut 
pillar, bearing the head, or at most the trunk, of the 
god, and, owing to the want of hands and feet, sug- 
gesting the idea of inactivity.^ 

Illustrations of this kind are not to be despised, 
though neither always necessary nor always conclu- 
sive. Either the poet regarded the work of art not 
as a copy but as an independent original, or both 
artist and poet were embodying certain accepted 
ideas. Their representations would necessarily have 
many points of resemblance, which serve as so 
many proofs of the universality of the ideas. 

But when Tibullus describes Apollo as he appeared 
to him in a dream, — the fairest of youths, his 
temples wreathed with the chaste laurel, Sjrrian 
odors breathing from his golden hair that falls in 
ripples over his long neck, his whole body as pink 
and white as the cheek of the bride when led to her 
bridegroom, — why need these traits have been bor- 
rowed from famous old pictures? Echion's "nova 
nupta verecundia notabilis " may have been in Rome 
and been copied thousands of times : did that prove 
virgin modesty itself to have vanished from the 
world ? Since the painter saw it, was no poet to see 
it more save in the painter's imitation ? ^ Or when 
another poet speaks of Vulcan as wearied and his 
face reddened by the forge, did he need a picture to 

1 See Appendix, note 19. 

' Tibullus, Eleg. 4, lib. ilL Polymetis, diaL viii 
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teach him that labor wearies and heat reddeii;>?* 
Or when Lucretius describes the alternations of the 
seasons and brings them before us in the 6rder of 
nature, with their whole train of effects on earth 
and air, was Lucretius the creature of a day ? had 
he lived through no entire year and seen its changes, 
that he must needs have taken his description from 
a procession of statues representing the seasons? 
Did he need to learn from statues the old poetic 
device of making actual beings out of such abstrac- 
tions?* Or VirgiPs "pontem indignatus Araxes,*' 
that admirable poetic picture of a river overflowing 
its banks and tearing down the bridge that spans it, — 
do we not destroy all its beauty by making it simply a 
reference to some work of art, wherein the river god 
was represented as actually demolishing a bridge ? • / 
What do we want of such illustrations which banishy/ 
the poet from his own clearest lines to give us in I 
his place the reflection of some artist's fancy ? 

I regret that this tasteless conceit of substituting 
for the creations of the poet's own imagination a 
familiarity with those of others should have ren- 
dered a book, so useful as the Polymetis might have 
been made, as offensive as the feeblest commentaries 
of the shallowest quibblers, and far more deroga- 
tory to the classic authors. Still more do I regret 
that Addison should in this respect have been the 
predecessor of Spence, and, in his praiseworthy 

1 Statius, lib. L Sylv. 5, v. 8. Polymetis, diaL viii 

• See Appendix, note 20. 

• ^neid, lib. viii. 725. Polymetis, dial. xiv. 
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Yet, except in these four lines, Caylus finds no 
single picture in the whole fourth book o£ the Iliad. 
" Rich as this book is," he says, " in its manifold 
exhortations to battle, in the abundance of its con- 
spicuous and contrasting characters, in the skill 
with which the masses to be set in motion are 
brought before us, it is yet entirely unavailable for 
painting." " Rich as it otherwise is," he might have 
added, "in what are called poetic pictures." For 
surely in this fourth book we find as many such 
pictures, and as perfect, as in any of the whole 
poem. Where is there a more detailed, a more 
striking picture than that of Pandanis breaking the 
truce at the instigation of Minerva, and discharging 
his arrow at Menelaus ? than that of the advance 
of the Grecian army? or of the mutual attack? or 
of the deed of Ulysses, whereby he avenges the 
death of his friend Leucus? 

What must we conclude, except that not a few of 
the finest pictures in Homer are no pictures for the 
artist? that the artist can extract pictures from him 
where he himself has none? that such of his as 
the artist can use would be poor indeed did they 
show us no more than we see on the canvas ? whai, 
in short, but a negative answer to my question? 
Painted pictures drawn from the poems of Homer, 
however numerous and however admirable they may 
be, can give us no idea of the descriptive talent of 
the poet. 
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VIII. 

• 

Spence has the strangest notions of the resemblance 
between painting and poetry. He believes the two 
arts to have been so closely connected among the 
ancients that they always went hand in hand, the 
poet never losing sight of the painter, nor the pain- 
ter of the poet. That poetry has the wider sphere,-, 
that beauties are within her reach which painting can / 
never attain, that she may often see reason to prefer ( 
unpicturesque beauties to picturesque ones, — these j 
things seem never to have occurred to him. The J 
slightest difference, therefore, between the old poets ; 
and artists throws him into an embarrassment from ' 
which it taxes all his ingenuity to escape. 

The poets generally gave Bacchus horns. Spence 
is therefore surprised that we seldom see these 
appendages on his statues.^ He suggests one rea- 
son and another; now the ignorance of the anti- 
quarians, and again ^'the smallness of the horns 
themselves, which were very likely to be hid under 
the crown of grapes or ivy which is almost a con- 
''stant ornament of the head of Bacchus." He goes 
all round the true cause without ever suspecting it. 
The horns of Bacchus were not a natural growth 

^ Polymetis, diaL iz. 
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like those of fauns and satyrs. They were orna- 
ments which he could assume or lay aside at 
pbuure. 

Tibi, cum sine coinibus adstas, 

Virgineum caput est, . . , 

says Ovid in his solemn invocation to Bacchus,' 
He could therefore show himself without horns, and 
did, in fact, thus show himself when he wished to 
appear in his virgin beauty. In tliis form artists 
j would choose to represent him, and necessarily 
[omitted all disagreeable accompaniments. Horns 
'fastened to the diadem, as we see them on a head in 
the royal museum in Berlin,' would have been a 
cumbersome appendage, as would also the diadem 
itself, concealing the beautiful brow. For this rea- 
son the diadem appears as rarely as the horns on 
the statues of Bacchus, although, as its inventor, he 
is often crowned with it by the poets. In poetry 
both horns and diadem served as subtle allusions to 
the deeds and character of the god : in a picture or 
statue they would have stood tn the way of greater 
beauties. If Bacchus, as I believe, received the 
name of Btformis, ^ifiogipog, from having an aspect 
of beauty as well as of terror, the artists would 
naturally have chosen the shape best adapted to the 
object of their art. 
In the Roman poets Minerva and Juno often 

^ Metamorph. lib, iv. 19, 10. When thou appeaisst un- 
horned, thy head is as the head of a virgin. 
> Begeri Thes, Brandenb. voL liL p. 14a, 
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hurl the thunderbolt. Why are they not so repre- 
sented in art f asks Spence.' He answers, " This 
power was the privilege of these two goddesses, the 
reason of which was, perhaps, first learnt in the Sam- 
othracian mysteries. But since, among the ancient 
Romans, artists were considered as of inferior rank, 
and therefore rarely initiated into them, they would 
doubtless know nothing of them ; and what they 
knew not of they clearly could not represent." I 
should like to ask Spence whether these common 
people were working independently, or under the 
orders of superiors who might be initiated into the 
mysteries ; whether the artists occupied such a de- 
graded position among the Greeks j whether the 
Roman artists were not for the most part Greeks by 
birth ; and so on. 

Scatius and Valerius Flaccus describe an angry 
Venus with such terrible features that we should 
take her at the moment for a fury rather than for the 
goddess of love. Spence searches in vain for such 
a Venus among the works of ancient art. What is 
his conclusion? That more is allowed to the poet 
than to the sculptor and painter? That should 
have been his inference. But he has once for all 
established as a general rule that " scarce any thing 
can be good in a poetical description which would 
appear absurd if represented in a statue or picture." * 
Consequently the poets must be wrong. " Statius 
and Valerius Flaccus belong to an age when Roman 
poetry was already in its decline. In this very 
^Polymetis, dial. vL * Polymetis, dial. is. 
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passage they display their bad judgment and cor- 
I rupted taste. Among the poets of a better age such 

' a repudiation of the laws of artistic expression will 

I never be found."' 

Such criticism shows small power of discrimina- 
tion. I do not propose to undertaJie the defence of 
either Statius or Valerius, but will simply make a 
general remark. The gods and other spiritual 
beings represented by the artist are not precisely the 
same as those introduced by the poet. To the artist 
, they are personified abstractions which must always 

• be characterized in the same way, or we fail to 

I recognize them. In poetry, on the contrary, they 

are real beings, acting and working, and possessing 
besides their general character, qualities and passions 
which may upon occasion take precedence. Venus 
is to the sculptor simply love. He must therefore 
endow her with all the modest beauty, all the tender 
charms, which, as delighting us in the beloved object, 
go to make up our abstract idea of love. The least 
departure from this ideal prevents our recognizing 

I her image. Beauty distinguished more by majesty 
.than modesty is no longer Venus but Juno. Charms 
' . commanding and manly rather tiian tender, give 

us, instead of a Venus, a Minerva. A Venus 
all wrath, a Venus urged by revenge and rage, is 
to the sculptor a contradiction in terms. For love, 
as love, never is angry, never avenges itself. To 
the poet, Venus is love also, but she is the god- 
dess of love, who has her own individuality outside 
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of this ore characteristic, and can therefore be 
actuated by aversion as well as affection. What 
wonder, then, that in poetry she blazes into anger and 
rage, especially under the provocation of insulted 
love? 

The artist, indeed, like the poet, may, in works • 
composed of several figures, introduce Venus or an} 
other deity, not simply by her one characteristic, but 
as a living, acting being. But the actions, if not the- -? 
direct results of her character, must not be at vari- 
ance with it. Venus delivering to her son the 
armor of the gods is a subject equally suitable to 
artist and poet. For here she can be endowed with 
all the grace and beauty befitting the goddess of 
love. Such treatment will be of advantage as help- 
ing us the more easily to recognize her. But when 
Venus, intent on revenging herself on her con- 
temners, the men of Lemnos, wild, in colossal shape, 
with cheeks inflamed and dishevelled hair, seizes the 
torch, and, wrapping a black robe about her, flies 
downward on the storm-cloud, — that is no moment 
for the painter, because he has no means of making 
us recognize her. The poet alone has the privilege 
of availing himself of it. He can unite it so closely 
with some other moment when the goddess is the 
true Venus, that we do not in the fury forget the 
goddess of love. Flaccus does this, — 

Neque enim alma videri 
Jam tumet ; aut tereti crinem subnectitur auro, 
Sidereos diffusa sinus. £adem effera et ingens 
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Instead of the thing itself, he imitates its imitations, 
and gives us a lifeless reflection of another's genius 
for original touches of his own. 

In the by no means rare cases where poet and 
artist must study their common original from the 
same point of view, their copies cannot but coincide 
in many respects, although there may have been no 
manner of imitation or emulation between them. 
These coincidences among contemporaneous artistls 
and poets may lead to mutual illustrations of things 
no longer present to us. But to try to help out these 
illustrations by tracing design where was only chance, 
and especially by attributing to the poet at every 
detail a reference to this statue or that picture, is 
doing him very doubtful service. Nor is the reader 
a gainer by a process which renders the beautiful 
passages perfectly intelligible, no doubt, but at the 
sacrifice of all their life. 

This is the design and the mistake of a famous 
English work by the Rev. Mr. Spen ce, entitled, 
"_Pol)anetis ; or. An inquiry concerning the agree- 
ment between the works of the Roman poets and 
the remains of the ancient artists, being an attempt 
to illustrate them mutually from one another."^ 
Spence has brought to his work great classical 
learning and a thorough knowledge of the surviving 
works of ancient art. His design of using these as 
means to explain the Roman poets, and making the 
poets in turn throw light on works of art hitherto 

^ The first edition was issued in 1747; the second, 17551 
Selections by N. Tindal have been printed more than once. 
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imperfectly understood, has been in many instances 
happily accomplished. But I nevertheless maintain 
that to every reader of taste his book must be intol- 
erable. 

When Valerius Flaccus describes the winged thun- 
derbolts on the shields of the Roman soldiers, — 

* Nee primus radios, miles Romane, corusci 
Fulminis et rutilas scutis diifuderis alas, 

the description is naturally made more intelligible to 
me by seeing the representation of such a shield on 
an ancient monument.* It is possible that the old 
armorers represented Mars upon helmets and shields 
in the same hovering attitude that Addison thought 
he saw him in with Rhea on an ancient coin,* and 
that Juvenal had such a helmet or shield in mind in 
that allusion of his which, till Addison, hud been a 
puzzle to all commentators. 

The passage in Ovid where the wearied Cephalus 
invokes Aura, the cooling zephyr,- — 

"Aura venias 

Meque juves, intresque sinus, gratissima, nostros," 

And his Procris takes this Aura for the name of a 
rival, — this passage, I confess, seems to me more 
natural when I see that the ancients in their works 
of art personified the gentle breezes, and, under the 
name Aurae, worshipped certain female sylphs.® 

I acknowledge that when Juvenal compares an 
idle patrician to a Hermes-column, we should hardly 

^ VaL Flaccus, lib. vi. v. 55, 56. Polymetis, dial. vi. p. 5a 
* See Appendix, note 17. ^ See Appendix, note iS. 
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perceive the point of the comparison unless we had 
seen such a column and knew it to be a poorly cut 
pillar, bearing the head, or at most the trunk, of the 
god, and, owing to the want of hands and feet, sug- 
gesting the idea of inactivity.^ 

Illustrations of this kind are not to be despised, 
though neither always necessary nor always conclu- 
sive. Either the poet regarded the work of art not 
as a copy but as an independent original, or both 
artist and poet were embodying certain accepted 
ideas. Their representations would necessarily have 
many points of resemblance, which serve as so 
many proofs of the universality of the ideas. 

But when Tibullus describes Apollo as he appeared 
to him in a dream, — the fairest of youths, his 
temples wreathed with the chaste laurel, Syrian 
odors breathing from his golden hair that falls in 
ripples over his long neck, his whole body as pink 
and white as the cheek of the bride when led to her 
bridegroom, — why need these traits have been bor- 
rowed from famous old pictures? Echion's "nova 
nupta verecundia notabilis " may have been in Rome 
and been copied thousands of times : did that prove 
virgin modesty itself to have vanished from the 
world? Since the painter saw it, was no poet to see 
it more save in the painter's imitation ? « Or when 
another poet speaks of Vulcan as wearied and his 
face reddened by the forge, did he need a picture to 

^ See Appendix, note 19. 

* Tibullus, £leg. 4, lib. ilL Polymetis, dial, yiii 
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teach him that labor wearies and heat reddeio?* 
Or when Lucretius describes the alternations of the 
seasons and brings them before us in the 6rder of 
nature, with their whole train of effects on earth 
and air, was Lucretius the creature of a day ? had 
he lived through no entire year and seen its changes, 
that he must needs have taken his description from 
a procession of statues representing the seasons? 
Did he need to learn from statues the old poetic 
device of making actual beings out of such abstrac- 
tions?* Or VirgiPs "pontem indignatus Araxes," 
that admirable poetic picture of a river overflowing 
its banks and tearing down the bridge that spans it, — 
do we not destroy all its beauty by making it simply a 
reference to some work of art, wherein the river god 
was represented as actually demolishing a bridge ? ■ 
What do we want of such illustrations which banish^ji 
the poet from his own clearest lines to give us iny 
his place the reflection of some artist's fancy ? 

I regret that this tasteless conceit of substituting 
for the creations of the poet's own imagination a 
familiarity with those of others should have ren- 
dered a book, so useful as the Polymetis might have 
been made, as offensive as the feeblest commentaries 
of the shallowest quibblers, and far more deroga- 
tory to the classic authors. Still more do I regret 
that Addison should in this respect have been the 
predecessor of Spence, and, in his praiseworthy 

^ Statius, lib. L Sylv. 5, v. 8. Polymetis, dial. viiL 

■ See Appendix, note 20. 

' ^neid, lib. viii. 725. Polymetis, dial. xiv. 
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invention and novelty in the subject are by no 
means what we chiefly require from the painter; and 
secondly, that a familiar subject helps and quickens 
the effect of his art, I think we shall find a deeper 
reason for his avoidance of new subjects than indo- 
lence or ignorance or absorption of his whole indus- 
try and time in the mechanical difficulties of his 
art, which are the causes assigned for it by Count 
Caylus. We may even be inclined to praise as a 
wise and, as far as we are concerned, a beneficent 
forbearance on the part of the artist, what seemed 
to us at first a deficiency in art and a curtailment of 
our enjoyment. 

I have no fear that experience will contradict me. 
Painters will be grateful to the Count for his good 
intentions, but will hardly make as general use of 
his advice as he expects. Should such, however, be 
the case, a new Caylus would be needed at the end 
of a hundred years to remind us of the old themes 
and recall the artist to a field where others before 
him have reaped undying laurels. Or shall we 
expect the public to be as learned as the connois- 
seur with his books, and familiar with all the scenes 
of history and fable that offer fit subjects for art ? 
I grant that artists, since the time of Raphael, 
would have done better to take Homer for their 
manual than Ovid. But since, once for all, they 
have not done so, let us leave the public in its old 
ruts, and not throw more diflficulties in the way of 
its pleasure than are necessary to make the pleasure 
worth having. 
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VIII. 

• 

Spence has the strangest notions of the resemblance 
between painting and poetry. He believes the two 
arts to have been so closely connected among the 
ancients that they always went hand in hand, the 
poet never losing sight of the painter, nor the pain- 
ter of the poet. That poetry has the wider sphere,- 
that beauties are within her reach which painting can 
never attain, that she may often see reason to prefer 
unpicturesque beauties to picturesque ones, — these 
things seem never to have occurred to him. The, 
slightest difference, therefore, between the old poets , 
and artists throws him into an embarrassment from y 
which it taxes all his ingenuity to escape. ' 

The poets generally gave Bacchus horns. Spence 
is therefore surprised that we seldom see these 
appendages on his statues.^ He suggests one rea- 
son and another; now the ignorance of the anti- 
quarians, and again "the smallness of the horns 
themselves, which were very likely to be hid under 
the crown of grapes or ivy which is almost a con- 
^stant ornament of the head of Bacchus." He goes 
all round the true cause without ever suspecting it. 
The horns of Bacchus were not a natural growth 

^ Polymetis, diaL ix. 
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like those of fauns and satyrs. They were orna- 
ments which he could assume or lay aside at 
pleasure. 

Tibi, cum sine comibus adatas, 
Virgineum caput est, . , . 

says Ovid io his solemn invocation to Bacchus.^ 
He could therefore show himself without horns, and 
did, in fact, thus show himself when he wished to 
appear in his virgin beauty. In this form artists 
would choose to represent him, and necessarily 
omitted all disagreeable accompaniments. Horns 
fastened to the diadem, as we see them on a head in 
the royal museum in Berlin,^ would have been a 
cumbersome appendage, as would also the diadem 
itself, concealing the beautiful brow. For this rea- 
son the diadem appears as rarely as the horns on 
the statues of Bacchus, although, as its inventor, he 
is often crowned with it by the poets. In poetry 
both horns and diadem served as subtle allusions to 
the deeds and character of the god : in a picture or 
statue they would have stood in the way of greater 
beauties. If Bacchus, as I believe, received the 
name of Biformis, jiln-OQifog, from having an aspect 
of beauty as well as of terror, the artists would 
naturally have chosen the shape best adapted to the 
object of their art. 
In the Roman poets Minerva and Juno often 

1 Metamorpb. lib. iv. 19, 2a When thou appeaiest an- 
homed, thy head to as the bead of a virgin. 
> Begeri Thet. Brandenb. voL iii. p. 242. 
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hurl the thunderbolt Why are they not so repre* 
sented in art? asks Spence.^ He answers, "This 
power was the privilege of these two goddesses, the 
reason of which was, perhaps, first learnt in the Sam- 
othracian mysteries. But since, among the ancient 
Romans, artists were considered as of inferior rank, 
and therefore rarely initiated into them, they would 
doubtless know nothing of them ; and what they 
knew not of they clearly could not represent." I 
should like to ask Spence whether these common 
people were working independently, or under the 
orders of superiors who might be initiated into the 
mysteries ; whether the artists occupied such a de- 
graded position among the Greeks; whether the 
Roman artists were not for the most part Greeks by 
birth ; and so on. 

Statins and Valerius Flaccus describe an angry 
Venus with such terrible features that we should 
take her at the moment for a fury rather than for the 
goddess of love. Spence searches in vain for such 
a Venus among the works of ancient art. What is 
his conclusion? That more is allowed to thq poet 
than to the sculptor and painter? That should 
have been his inference. But he has once for all 
established as a general rule that " scarce any thing 
can be good in a poetical description which would 
appear absurd if represented in a statue or picture."* 
Consequently the poets must be wrong. "Statins 
and Valerius Flaccus belong to an age when Roman 
poetry was already in its decline. In this very 

1 Polymetis, dial. vL ^ Polymetis, dial. xx. 
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passage they display their bad judgment and cor- 
rupted taste. Among the poets of a better age such 
a repudiation of the laws of artistic expression will 
never be found." ' 

Such criticism shows small power of discrimina- 
tion. I do not propose to undertake the defence of 
eilhet Statius or Valerius, but will simply make a 
general remark. The gods and other spiritual 
beings represented by the artist are not precisely the 
same as those introduced by the poet. To the artist 
they are personified abstractions which must always 
be characterized in the same way, or we fail to 
recognize them. In poetry, on the contrary, they 
are real beings, acting and working, and possessing', 
besides their general character, qualities and passions 
which may upon occasion take precedence. Venus 
is to the scnlptor simply love. He must therefore 
endow her with all the modest beauty, all the tender 
charms, which, as delighting us in the beloved object, 
go to make up our abstract idea of love. The least 
departure from this idea! prevents our recognizing 
her image. Beauty distinguished more by majesty 
than modesty is no longer Venus but Juno, Charms 

I commanding and manly rather than tender, give 
us, instead of a Venus, a Minerva, A Venus 
all wrath, a Venus urged by revenge and rage, is 
to the sculptor a contradiction in terms. For love, 
as love, never is angry, never avenges itsell To 
the poet, Venus is love also, but she is the god- 
dess of love, who has her own individuality outside 

1 Polymelis, dial, vil 
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famous heroes,' — are necessarily reduced in the 
picture to the common scale of humanity, Jujjiter 
and Agamemnon, Apolio and Achilles, Ajax and 
Mars, are all kindred beings, only to be distinguished 
by some arbitrary outward sign, 

.1 The expedient to which painters have recourse to 

Undicate that a certain character is supposed to be 

liiivisible, is a thin cloud veiling the side of the figure 

'that is turned towards the other actors on the scene. 

This cloud seems at first to be borrowed from 

Homer himself. For, when in the confusion of 

battle one of the chief heroes becomes exposed to a 

danger from which nothing short of divine aid can 

save him, the poet makes his guardian deity veil hira 

in a thick cloud or in darkness, and so lead him 

from the field. Paris is thus delivered by Venus,' 

Idaus by Neptune,' Hector by Apollo.* Caylus 

■ never omits strongly to recommend to the artist this 

I mist or cloud, whenever he is to paint pictures of 

m such occurrences. But who does not perceive that 

' this veiling in mist and darkness is only the poefs 

way of saying that the hero became invisible? It 

always seems strange to me, therefore, to find this 

' poetical expression embodied in a picture, and an 

actual cloud introduced, behind which, as behind a 

I screen, the hero stands hidden from his enemy. 

I This was not the poet's meaning. The artist in this 

I ..exceeils the limits of painting. His cloud is a 

I J hieroglyphic, a purely symbolic sign, which does not 

I 1 See Appendix, note 32, ' Iliad iii, 3S1. 



Et maduliB Buffecln gcnas ; pinumque 
Virginibus Stygiia, nigniniq»e siraillima pallim.' 
And Statius also, — 

nia Paphon vcterem centum que allaria, linqueos, 
Nee vultu nee crine prior, aolvisse jugalem 
Ceston, et Idalias procul ablegasse volucrea 
Fertur. Erant certe, media qui noctis in umbra 
Divam, alios ignes majoraque tela gerentem, 
Taitariaa inter thalamis Tcililaase sorares 
Vulgarent : utque implicitia aicana domorum 
Anguibus, et saeva formidine cuncta leplerjt 
Limina.' 

Or, we may say, the poet alone possesses the art 
of so combining negative with positive traits as to 
unite two appearances in one. No longer now the 
tender Venus, her hair no more confined with golden 
clasps, no azure draperies floating about her, with- 
out her girdle, armed with other flames and larger 

' Argonaut lib. iL v. 1M-106. "GraciouB the goddea* 
it not emulous to appear, nor does she bind ber hair with 
the burnished gold, letting her starry tresses float about her. 
Wild she is and huge, her cheeks suffused with spots ; most 
like to the Stygian virgins with crackling torch and black 

' Thebaid. lib. v. 61-64. "Leaving ancient Paphos and 
ihe hundred altars, not like her former self in countenance 
or the fashion of ber hair, she is said to have loosened 
the nuptial girdle and have sent away her doves. Some 
report that in the dead of night, bearing other fires and 
mightier arms, she had hasted with the Tartarean sisters to 
bed-chambers, and filled the secret places of homes with 
twining snakes, and all thresholds with cruel fear." 
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poet to impress more vividly on our minds tlie 
ejctreme rapidity of the removal ; the disappearance, 
as we should call it 

But artists have appropriated the Homeric mist not 
only in those cases of concealment or disappearance 
where Homer himself employed or would have em- 
ployed it, but in cases where the spectator was to 
perceive something which the characters on the can- 
vas, or some of them at least, were not to be con- 
scious of. Minerva was visible to Achilles only, 
when she restrained him from committing violence 
against Agamemnon. " I know no other way of 
expressing this," says Caylus, " than to interpose a 
cloud between the goddess and the other members 
of the councU." This is entirely contrary to the 
spirit of She poeL Invisibility was the natural 
condition of his deities. So far from any stroke 
of blindness or intercepting of the rays of light 
being necessary to render them invisible,' a special 
illumination, an increased power of human vision 
was needed to see them. Not only, therefore, is 
this cloud an arbitrary and not a natural symbol in 
painting, but it does not possess the clearness which, 
as an arbitrary sign, it should. It has a double 
meaning, being employed as well to make the invis- 
ible visible as to render the visible invisible. 



' See Appendix, note 33. 






IX. 

When we compare poet and painter in particular 
instances, we should be careful to inquire whether 
both have had entire freedotn, and been allowed to 
labor for the highest results of their art without the 
exercise of any constraint from without. 

Religion often exercised such constraint upon the 
old artists. A work, devotional in character, must 
often be less perfect than one intended solely to 
produce pleasure. Superstition loaded the gods 
with symbols which were not always reverenced in 
proportion to their beauty. 

In the temple of Bacchus at Lemnos, from whicli 
the pious Hypsipyle rescued her father under the 
guise of the deity,' the god was represented homed. 
So he doubtless appeared in all his temples, the 
horns being symbols typical of his nature and func- 
tions. The unfettered artist, whose Bacchus was 
not designed for a temple, omitted the symbol. If, 
among the statues of the god that remain to us, we 
find none with horns,' that circumstance perhaps 
proves that none of them were sacred statues, repre- 
senting the god in the shape under which he was 
worshipped. We should naturally expect, too, that 



' See Appendi 



' See Aiipendix, ni 
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against such the fury of the pious iconoclasts in the 
first centuries of Christianity would have been espe- 
cially directed. Only here and there a work of art 
was spared, because it had never been desecrated by 
being made an object of worship. 

But since, among the antiques that have been 
unburied, there are specimens of both kinds, we should 
discriminate and call only those works of art which 
are the handiwork of the artist, purely as artist, those 
where he has been able to make beauty his first and 
last object. All the rest, all that show an evident*- 
religious tendency, are unworthy to be called works 
of art. In them Art was not working for her ownj 
sake, but was simply the tool of Religion, havingy^ 
sjonbolic representations forced upon her with more 
regard to their significance than their beauty. By 
this I do not mean to deny that religion often sacri- 
ficed meaning to beauty, or so far ceased to empha- 
size it, out of regard for art and the finer taste of the 
age, that beauty seemed to have been the sole end 
in view. 

If we make no such distinction, there will be 
perpetual strife between connoisseurs and antiqua- 
rians from their failure to understand each other. 
When the connoisseur maintains, according to his 
conception of the end and aim of art, that certain 
things never could have been made by one of the 
old artists, meaning never by one working as artist 
from his own impulse, the antiquarian will under- 
stand him to say that they could never have been 
fashioned by the artist, as workman, under the infiu* 
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eiice of religion or any other power outside the 
do.nain of art. He will therefore think to confute 
his antagonist by showing some figure which the 
connoisseur, without hesitation, but to the great 
vexauon of the learned world, will condemn back 
to the rubbish from which it bad been dug."- 
I But there is danger, on the other hand, of exag- 
gerating the influence of religion on art. Spence 
furnishes a remarkable instance of this. He found 
in Ovid that Vesta was not worshipped in her tem- 
ple under any human image, and he thence drew the 
conclusion that there had never been any statues of 
the goddess. What had passed for such must be 
statues, not of Vesta, but of a vestal virgin." An 
extraordinary conclusion ! Because the goddess was 
worshipped in one of her temples under the symbol 
of fire, did artists therefore lose all right to person- 
ify after their fashion a being to whom the poets 
give distinct personality, making her the daughter 
of Saturn and Ops, bringing her into danger of fall- 
ing under the ill treatment of Priapus, and narrating 
yet other things in regard to her ? For Spence com- 
mits the further error of applying to all the temples 
of Vesta and to her worship generally what Ovid 
says only of a certain temple at Rome.' She was 
not everywhere worshipped as in this temple at 
Rome. Until Numa erected this particular sanc- 
tuary, she was not so worshipped even in Italy. Numa 

' See Appendii, note S3. 
' Polymetis, dial, vii 
' See Appendix, note 34. 
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allowed no deity to be represented in the shape of 
man or beast. In this prohibition of all personal 
representations of Vesta consisted, doubtless, the 
reformation which he introduced into her rites. 
Ovid himself tells us that, before the time of Numa, 
there were statues of Vesta in her temple, which, 
when her priestess Sylvia became a mother, covered 
their eyes with their virgin hands. ^ Yet further 
proof that in the temples of the goddess outside the 
city, in the Roman provinces, her worship was not 
conducted in the manner prescribed by Numa, is 
furnished by various old inscriptions, where mention 
is made of a priest of Vesta (Pontificis Vestae).* 
At Corinth, again, was a temple of Vesta without 
statues, having only an altar whereon sacrifices were 
offered to the goddess.' But did the Greeks, there- 
fore, have no statues of Vesta ? There was one at 
Athens in the Prytaneum, next to the statue of 
Peace.* The people of lasos boasted of having one 
in the open air, upon which snow and rain never 
fell.** Pliny mentions one in a sitting posture, from 
the chisel of Scopas, in the Servilian gardens at 
Rome, in his day.® Granting that it is difl&cult for 
us now to distinguish between a vestal virgin and 
the goddess herself, does that prove that the ancients 

1 See Appendix, note 25. 

2 Lipsius de Vesta et Vestalibus, cap. 13. 

' Pausanias, Corinth, cap. xxxv. p. 198 (edit. Kuhn). 
^ Pausanias, Attic, cap. xviiL p. 41. 

^ Polyb. Hist. lib. xvL sect. 2, Op. T. IL p. 443 (edit 
Ernest). 

* See Appendix, note 26. 
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like those of fauns and satyrs. They were orna- 
ments which he could assume or lay aside at 
pleasure. 

Tibi, cum sine cornibus a.dstas, 

Virgineum caput est, . . . 

says Ovid in his solemn invocation to Bacchus.' 
He could therefore show himself without horns, and 
did, in fact, thus show himself when he wished to 
appear in his virgin beauty. In this form artists 

J would choose to represent him, and necessarily 
omitted all disagreeable accompaniments. Horns 

' fastened to the diadem, as we see them on a head in 
the royal museum in Berlin,' would have been a 
cumbersome appendage, as would also the diadem 
itself, concealing the beautiful brow. For this rea- 
son the diadem appears as rarely as the horns on 
the statues of Bacchus, although, as its inventor, he 
is often crowned with it by the poets. In poetry 
both horns and diadem served as subtle allusions to 
the deeds and character of the god : in a picture or 
statue they would have stood in the way of greater 
beauties. If Bacchus, as I believe, received the 
name of Biformis, ^l/iogqiog, from having an aspect 
of beauty as well as of terror, the artists would 
naturally have chosen the shape best adapted to the 
object of their art. 

In the Roman poets Minerva and Juno often 

' Mctamorph. lib, iv, 19, 20. When thou appeirest irn- 
homed, thy head is as the head of a virgin. 
' Begeri Thes, Bruidenb. voL iit. p. 242, 
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hurl the thunderbolt. Why are they not so repre- 
sented in art? asks Spence.^ He answers, "This 
power was the privilege of these two goddesses, the 
reason of which was, perhaps, first learnt in the Sam- 
othracian mysteries. But since, among the ancient 
Romans, artists were considered as of inferior rank, 
and therefore rarely initiated into them, they would 
doubtless know nothing of them ; and what they 
knew not of they clearly could not represent." I 
should like to ask Spence whether these common 
people were working independently, or under the 
orders of superiors who might be initiated into the 
mysteries ; whether the artists occupied such a de- 
graded position among the Greeks ; whether the 
Roman artists were not for the most part Greeks by 
birth ; and so on. 

Statius and Valerius Flaccus describe an angry 
Venus with such terrible features that we should 
take her at the moment for a fury rather than for the 
goddess of love. Spence searches in vain for such 
a Venus among the works of ancient art. What is 
his conclusion? That more is allowed to the poet 
than to the sculptor and painter ? That should 
have been his inference. But he has once for all 
established as a general rule that " scarce any thing 
can be good in a poetical description which would 
appear absurd if represented in a statue or picture,"* 
Consequently the poets must be wrong. "Statins 
and Valerius Flaccus belong to an age when Roman 
poetry was already in its decline. In this very 
'Polymetis, dial vi. » Polymelia, dial, ix. 
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passage they display their bad judgment and cor- 
rupted taste. Among the poets o£ a better age such 
3 repudiation of the laws of artistic expression will 
never be found." • 

Such criticism shows small power of discrimina- 
tian. I do not propose to undertake the defence of 
either Statius or Valerius, but will simply make a 
general remark. The gods and other spiritual 
beings represented by the artist are not precisely the 
same as those introduced by the poet. To the artist 
they are personified abstractions which must always 
be characterized in the same way, or we fail to 
recognize them. In poetry, on the contrary, they 
are real beings, acting and working, and possessing, 
besides their general character, qualities and passions 
which may upon occasion take precedence. Venus 
is to the sculptor simply love. He must therefore 
endow her with all the modest beauty, all the tender 
charms, which, as delighting us in the beloved object, 
go to make up our abstract idea of love. The least 
departure from this ideal prevents our recognizing 
her image. Beauty distinguished more by majesty 
than modesty is no longer Venus but Juno. Charms 
commanding and manly rather than tender, give 
US, instead of a Venus, a Minerva. A Venus 
all wrath, a Venus urged by revenge and rage, is 
to the sculptor a contradiction in terms. For love, 
as love, never is angry, never avenges itselt To 
the poet, Venus is love also, but she is the god- 
dess of love, who has her own individuality outside 
I Polymetis, dial. viL 
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of this ore characteristic, and can therefore be 
actuated by aversion as well as affection. What 
wonder, then, that in poetry she blazes into anger and 
rage, especially under the provocation of insulted 
love ? 

The artist, indeed, like the poet, may, in works ; 
composed of several figures, introduce Venus or anj 
other deity, not simply by her one characteristic, but 
as a living, acting being. But the actions, if not th< 
direct results of her character, must not be at vari- 
ance with it. Venus delivering to her son the 
armor of the gods is a subject equally suitable to 
artist and poet. For here she can be endowed with 
all the grace and beauty befitting the goddess of 
love. Such treatment will be of advantage as help- 
ing us the more easily to recognize her. But when 
Venus, intent on revenging herself on her con- 
temners, the men of Lemnos, wild, in colossal shape, 
with cheeks inflamed and dishevelled hair, seizes the 
torch, and, wrapping a black robe about her, flies 
downward on the storm-cloud, — that is no moment] 
for the painter, because he has no means of making 
us recognize her. The poet alone has the privilege 
of availing himself of it. He can unite it so closely 
with some other moment when the goddess is the 
true Venus, that we do not in the fury forget the 
goddess of love. Flaccus does this, — 

Neque enim alma videri 
Jam tumet ; aut tereti crinem subnectitur auro, 
Sidereos diffusa sinus. Eadem effera et ingens 



El macuHs suffecta genas ; pinumque sonantem 
Virginibus StygUs, nigramque simillima pallam.) 

And Statius also, — 

Ilia Paphon veterem centumque altaria linqueni, 
Nee vullu nee crine prior, aolvisse jugalem 
Ceston, et Idalias prociil ablegiisse volucres 
Fertur. Erant certe, media qui noctis in umbra 
Divain, alios ignes majaraque tela gerentem, 
Tartariaa inter thalamis volitasse sorores 
Vulgaient : utque impiicitis arcana domorum 
Anguibus, et saeva formidine cuncta replerit 
liralna.* 

Or, we may say, the poet alone possesses the art 
of so combining negative with positive traits as to 
unite two appearances in one. No longer now the 
tender Venus, her hair no more confined with golden 
clasps, no azure draperies floating about her, with- 
out her girdle, armed with other flames and larger 

1 Argonaut, lib, iL v. ioa-io& "Gracious the goddess 
is not emulous to appear, nor does she bind her hair with 
the burnished gold, letting her starry tresses Boat about her. 
Wild she is and huge, her cheeks su&uscd with spots ; most 
like to the Stygian virgins with crackling torch and black 
mantle." 

s Thebaid lib. V. 61-64. "Leaving ancient Paphos and 
the hundred altars, not like her former self in countenance 
or the fashion of her hair, she is said to have loosened 
the nuptial girdle and have sent away her doves. Some 
report that in the dead of night, bearing other fires and 
mightier arms, she had hasled with the Tartarean sisters to 
bed-chambers, and filled ihe secret places of homes with 
twining snakes, and all thresholds with cruel fear." 
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a following, and is therefore the centre of a present, 
I action. Consequently painting can imitate actions 

also, but^only as they are suggested through forms. 
' Actions, on the other hand, cannot exist indepen- 
dently, but must always be joined to certain agents. 
In so far as those agents are bodies or are regarded 
las such, poetry describes also bodies, but only indi- 
Irectly through actions. 

Fainting, in its coexistent compositions, can use 
but a single moment of an action, and must there- 
fore choose the most pregnant one, the one most 
suggestive of what has gone before and what is to 
follow. 

Poetry, in its progressive imitations, can use but a 
single attribute of bodies, and must choose that one 
which gives the most vivid picture of the body as 
exercised in this particular action. 

Hence the rule for the employment of a single 
descriptive epithet, and the cause of the rare occur- 
rence of descriptions of physical objects. 

I should place less confidence in this dry chain of 
conclusions, did I not find them fully confirmed by 
Homer, or, rather, had they not been first suggested 
to me by Homer's method. These principles alone 
furnish a key to the noble style of the Greek, and 
enable us to pass just judgment on the opposite 
method of many modern poets who insist upon 
emulating the artist in a point where they 
necessity remain inferior to him. 

I find that Homer paints nothing but progressive 
actions. All bodies, all separate obiects, are painted 
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; When we compare poet and painter in particular 

/ instances, we should be careful to inquire whether 

both have had entire freedom, and been allowed to 

■ labor for the highest results of their art without the 

exercise of any constraint from without. 

Religion often exercised such constraint upon the 
old artists. A work, devotional in character, must 
often be less perfect than one intended solely to 
produce pleasure. Superstition loaded the gods 
with s3anbols which were not always reverenced in 
proportion to their beauty. 

In the temple of Bacchus at Lemnos, from which 
the pious Hypsipyle rescued her father under the 
guise of the deity,* the god was represented horned. 
So he doubtless appeared in all his temples, the 
horns being symbols typical of his nature and func- 
tions. The unfettered artist, whose Bacchus was 
\- not designed for a temple, omitted the symbol. If, 
* among the statues of the god that remain to us, we 
find none with horns,^ that circumstance perhaps 
proves that none of them were sacred statues, repre- 
senting the god in the shape under which he was 
worshipped. We should naturally expect, too, that 

1 See Appendix, note 21. > See Appendix, note 22. 
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against such the fury of the pious iconoclasts in the 
first centuries of Christianity would have been espe- 
cially directed. Only here and there a work of art 
was spared, because it had never been desecrated by 
being made an object of worship. 

But since, among the antiques that have been 
onburied, there are specimens of both kinds, we should 
discriminate and call only those works of art which 
are the handiwork of the artist, purely as artist, those 
where he has been able to make beauty his first 
last object. All the rest, all tliat show an evident 
religious tendency, are unworthy to be called works 
of art. In tbem Art was not working for her ownl 
sake, but was simply the tool of Religion, having^ 
symbolic representations forced upon her with more 
regard to their significance than their beauty. By 
this I do not mean to deny that religion often sacri- 
ficed meaning to beauty, or so far ceased to empha- 
size it, out of regard for art and the finer taste of the 
age, that beauty seemed to have been the sole end 
in view. 

If we make no such distinction, there will be 
perpetual strife between connoisseurs and antiqua- 
rians from their failure to understand each other. 
When the connoisseur maintains, according to his 
conception of the end and aim of art, that certain 
things never could have been made by one o£ the 
old artists, meaning never by one working as artist 

LErom his own impulse, the antiquarian will under- 
stand him to say that they could never have been 
fashioned by the artist, as workman, under the influ- 
L 
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ence of religion or any other power outside tlie 
do.Tiain of art. He will therefore think to confute 
his antagonist by showing some figure which the 
connoisseur, without hesitation, but to the great 
vex&:ion ol the learned world, will condemn back 
to the rubbish from which it had been dug.' 
I But there is danger, on the other hand, of exag- 
gerating the influence of religion on art. Spence 
furnishes a remarkable instance of this. He found 
in Ovid that Vesta was not worshipped iri her tem- 

fple under any human image, and he thence drew the 
conclusion that there had never been any statues of 
the goddess. What had passed for such must be 
statues, not of Vesta, but of a vestal virgin.' An 
extraordinary conclusion I Because the goddess was 
I worshipped in one of her temples under the symbol 

' of fire, did artists therefore lose all right to person- 

I ify after their fashion a being to whom the poets 
give distinct personality, making her the daughter 
of Saturn and Ops, bringing her into danger of fall- 
ing under the ill treatment of Priapus, and narrating 

yet other things in regard to her? For Spence com- ' 

mits the further error of applying to all the temples 
of Vesta and to her worship generally what Ovid 
says only of a certain temple at Rome.' She was ' 
not everywhere worshipped as in this temple at ] 

■ Rome. Until Numa erected this particular saoc- 

,| tuar)", she was not so worshipped even in Italy, Numa ' 

II • See Appendix, note 13. 11 
^^^^^^ 1 Polymctis, dial. viL I 
^^^^^H See Appendix, note 14. I 
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allowed no deity to be represented in the shape of 
man or beast. In this prohibition of all personal 
representations of Vesta consisted, doubtless, the 
reformation which he introduced into her rites. 
Ovid himself tells us that, before the time of Numa, 
there were statues of Vesta in her temple, which, 
when her priestess Sylvia became a mother, covered 
their eyes with their virgin hands.* Yet further 
proof that in the temples of the goddess outside the 
C'ty, in the Roman provinces, her worship was not 
conducted in the manner prescribed by Numa, is 
furnished by various old inscriptions, where mention 
is made of a priest of Vesta (Pontificis Vestae).* 
At Corinth, again, was a temple of Vesta without 
statues, having only an altar whereon sacrifices were 
offered to the goddess.* But did the Greeks, there- 
fore, have no statues of Vesta ? There was one at 
Athens in the Prytaneum, next to the statue of 
Peace.* The people of lasos boasted of having one 
in the open air, upon which snow and rain never 
fell.* Pliny mentions one in a sitting posture, from 
the chisel of Scopas, in the Servilian gardens at 
Rome, in his day.® Granting that it is difficult for 
us now to distinguish between a vestal virgin and 
the goddess herself, does that prove that the ancients 

^ See Appendix, note 25. 
2 Lipsius de Vesta et Vestalibus, cap. 13. 
' Pausanias, Corinth, cap. xxxv. p. 198 (edit. Kuhn). 
^ Pausanias, Attic cap. xviiL p. 41. 

^ Polyb. Hist lib. xvL sect. 2, Op. T. iL p. 443 (edit 
Ernest). 

* See Appendix, note 26. 
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avxoQ avre &vf'ar *udya(isfivon Xeine q)OQrjvai, 
Tto}l^iv vri<50i<5i xflw "AQfii navtl dvdaauv. 

And so at last I know this sceptre better than if 
a painter should put it before my eyes, or a second 
Vulcan give it into my hands. 

It would not surprise me to find that some one of 
Homer's old commentators had admired this pas- 
sage as a perfect allegory of the origin, progress, 
establishment, and final inheritance of monarchical 
power among men. I should smile indeed were I to 
tead that the maker of the sceptre, Vulcan, as fire, as 
that which is of supreme importance to the main- 
tenance of mankind, typified the removal of the 
necessities which induced the early races of men 
to subject themselves to a single ruler ; that the first 
king was a son of Time {Zevg KgoviGyy), revered 
and venerable, who desired to share his power with 
a wise and eloquent man, a Mercury {/liaTixoQcp 
u4Qyeiq)6vty)j or to resign it wholly to him ; that 
the wise speaker, at the time when the young state 
was threatened by foreign enemies, delivered his 
supreme authority to the bravest warrior (JJiXom 
nXr^inno^ ; that the brave warrior, after having sub- 
dued the enemies and secured the safety of the 
realm, let this power play into the hands of his son, 
who, as a peace-loving ruler, a beneficent shepherd 
of his people (7ioi(ii]v Xaav), introduced comfort and 
'uxury; that thus the way was opened, after his 
death, for the richest of his relations (ftohiiXQV' 

7 
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X. 

Spence's surprise is again aroused in a way that 
shows how little he has reflected on the limits of 
poetry and painting. 

"As to the muses in general," he says, "it is 
remarkable that the poets say but little of them in a 
descriptive way; much less than might indeed be 
expected for deities to whom they were so particu- 
larly obliged." * 

What is this but expressing surprise that the 
poets, when they speak of the muses, do not use the 
dumb language of the painter? In poetry, Urania 
is the muse of astronomy. Her name and her 
empIo)mient reveal her office. In art she can be 
recognized only by the wand with which she points 
to a globe of the heavens. The wand, the globe, 
and the attitude are the letters with which the artist 
spells out for us the name Urania. But when the 
poet wants to say that Urania had long read her 
death in the stars, — 

Ipsa diu positis lethum praedixerat astris 
Urania.2 

Why should he add, out of regard to the artist, — 
Urania, wand in hand, with the heavenly globe 

1 Polym^tis, dial viiL ^ Statius, Theb. viii. 551. 
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like those of fauns and satyrs. They were orna- 
ments which he could assume or lay aside at 
pleasure. 

Tibi, cum sine cornibus adstas, 

Virgineum caput est, . . . 

says Ovid in his solemn invocation to Bacchus.' 
He could therefore show himself without horns, and 
did, in fact, thus show himself when he wished to 
appear in his virgin beauty. In this form artists 
Would choose to represent him, and necessarily 
I omitted all disagreeable accompaniments. Horns 
'fastened to the diadem, as we see them on a head in 
the royal museiun in Berlin,' would have been a 
cumbersome appendage, as would also the diadem 
itself, concealing the beautiful brow. For this rea- 
son the diadem appears as rarely as the horns on 
the statues of Bacchus, although, as its inventor, he 
is often crowned with it by the poets. In poetry 
both horns and diadem served as subtle allusions to 
the deeds and character o£ the god ; in a picture or 
statue they would have stood in the way of greater 
beauties. If Bacchus, as I believe, received the 
name of Biformis, Jifio(i(pos, from having an aspect 
of beauty as well as of terror, the artists would 
naturally have chosen the shape best adapted to the 
object of their art. 
In the Roman poets Minerva and Juno often 

' Metamorph, lib. iv. 19, 20, When thou appeaiest no* 
horned, thy bead is as the head of a vii^in. 
1 Begeri Thes. Biandenb. vol. iiL p. 243. 
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hurl the thunderbolt. Why are they not so repre- 
sented in art? asks Speoce.' He answers, "This 
power was the privilege of these two goddesses, the 
reason of which was, perhaps, first learnt in the Sam- 
othracian mysteries. But since, among the ancient 
Romans, artists were considered as of inferior rank, 
and therefore rarely initiated into them, they would 
doubtless know nothing of them ; and what they 
knew not of they clearly could not represent." I 
should like to ask Spence whether these common 
people were working independently, or under the 
orders of superiors who might be initiated into the 
mysteries ; whether the artists occupied such a de- 
graded position among the Greeks; whether the 
Roman artists were not for the most part Greeks by 
birth ; and so on. 

Statins and Valerius Flaccus describe an angry 
Venus with such terrible features that we should 
take her at the moment for a fury rather than for the 
goddess of love, Spence searches in vain for such 
a Venus among the works of ancient art. What is 
his conclusion ? That more is allowed to the poet 
than to the sculptor and painter ? That should 
have been his inference. But he has once for all 
established as a general rule that " scarce any thing 
can be good in a poetical description which would 
appear absurd if represented in a statue or picture." ' 
Consequently the poets must be wrong. " Statins 
and Valerius Flaccus belong to an age when Roman 
poetry was already in its decline. In this 
iPolymetis, dial. vi. ^ FalymetiE, di^. zx. 
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passage they display their bad judgment and cor- 
rupted taste. Among the poets o£ a better age such 
a repudiation o£ the laws of artistic expression will 
never be found.'" 

Such criticism shows small power of discrimina- 
tion. I do not propose to undertake the defence of 
either Statius or Valerius, but will simply make a 
general remark. The gods and other spiritual 
beings represented by the artist are not precisely the 
same as those introduced by the poeL To the artist 
they are personified abstractions which must always 
be characterized in the same way, or we fail to 
recognise them. In poetry, on the contrary, they 
are real beings, acting and working, and possessing, 
besides their general character, qualities and passions 
which may upon occasion take precedence. Venus 

!is to the sculptor simply love. He must therefore 
endow her with all the modest beauty, all the tender 
charms, which, as clelighting us in the beloved object, 
go to make up our abstract idea of love. The least 
departure from this idea! prevents our recognizing 
her image. Beauty distinguished more by majesty 
.than modesty is no longer Venus but Juno. Charms 
commanding and manly rather than tender, give 
I us, instead of a Venus, a Minerva, A Venus 
all wrath, a Venus urged by revenge and rage, is 
to the sculptor a contradiction in terms. For love, 
as love, never is angry, never avenges itself. To 
the poet, Venus is love also, but she is the god- 
dess of love, who has her own individuality outside 

1 Polymetis, did. viL 
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of this ore characteristic, and can therefore be 
actuated by aversion as well as affection. What 
wonder, then, that in poetry she blazes into anger and 
rage, especially under the provocation of insulted 
love? 

The artist, indeed, like the poet, may, in works ' 
composed of several figures, introduce Venus or an} 
other deity, not simply by her one characteristic, but 
as a living, acting being. But the actions, if not the- -7 
direct results of her character, must not be at vari- \\ 
ance with it. Venus delivering to her son the * 
armor of the gods is a subject equally suitable to 
artist and poet. For here she can be endowed with 
all the grace and beauty befitting the goddess of 
love. Such treatment will be of advantage as help- 
ing us the more easily to recognize her. But when 
Venus, intent on revenging herself on her con- 
temners, the men of Lemnos, wild, in colossal shape, 
with cheeks inflamed and dishevelled hair, seizes the 
torch, and, wrapping a black robe about her, flies 
downward on the storm-cloud, — that is no moment 
for the painter, because he has no means of making 
us recognize her. The poet alone has the privilege 
of availing himself of it. He can unite it so closely 
with some other moment when the goddess is the 
true Venus, that we do not in the fury forget the 
goddess of love. Flaccus does this, — 

Neque enim alma videri 
Jam tumet ; aut tereti crinem subnectitur auro, 
Sidereos diffusa sinus. Eadem effera et ingens 
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El mai^ulis suffecta genas ; pinumquc : 
Virginibus Stygiis, nigramque simillima pallam.' 

And Statius also, — 

IIU Faphon veterem centumque altaiia linquena, 
Nee vultu nee crine prior, solvisse jugalcm 
Ceston, et Idatias procul ablegaaae volucrea 
Fertur. Etant certe, media qui noctis in umbra 
Divam, alios ignes majoraque tela gerentem, 
Tartarias inter thalamis volitasse sorores 
Vulgarent : utqae implieitis arcana domorum 
Anguibus, ct sjeva fonnidine euncta replerit 



Or, we may say, the poet alone possesses the art 
of so combining negative with positive traits as to 
unite two appearances in one. No longer now the 
tender Venus, her hair no more confined with golden 
clasps, no azure draperies floating about her, with- 
out her girdle, armed with other flames and larger 

' Argonaut, lib. iL v. 102-106. "Gracious the goddess 
is not emulous to appear, nor does she bind her hair with 
the burnished gold, letting her starry tresses float about her. 
Wild she is and huge, her cheeks suffused with spots ; most 
like to the Stygian virgins with crackling torch and black 

' Thebaid. lib. v. 61-64. "Leaving ancient Paphos and 
the hundred altars, not like her former self in countenance 
or the fashion of her hair, she is said to have loosened 
the nuptial girdle and have sent away her doves. Some 
report that in the dead of night, bearing other fires and 
mightier arms, she had hasted with the Tartarean sisters to 
bed-chambers, and filled the secret places of homes vi 
twining snakes, and all thresholds with cruel fear." 
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The learned poet is here painting plants antl 
flowers with great art and in strict accordance with 
nature, but there is no illusion in his picture. I do 
not mean that a person who had never seen these 
plants and flowers could iorm little or no idea of 
them from his description. Perhaps all poetical 
■ pictures require a previous knowledge of their sub- 
J ject. Neither would I deny that a person pos- 
sessing such knowledge might derive from the poet 
a more vivid idea of certain details. I only ask 
how it is with a conception of the whole. It that is 

I to become more vivid, none of the separate details 
must stand in undue prominence, but the new illumi- 
nation must be equally shared by ail. Our imag- 
ination must be able to embrace them all with equal 
rapidity in order to form from them in an instant 
that one harmonious whole which the eye takes in 
at a glance. Is that the case here? If not, how 
can it be said, " that the most exact copy produced 
by a painter is dull and faint compared with thia 



Here on the ground a plant like a. grij mist is twining, 

In fashion o£ a cross ila leaves by Nature laid ; 

Part of the beauteous flower, the gilded beak is shinbg, 

DE a fair bird whose shape of amethyst seems made. 

There into fingers cleft a polished leaf reposes, 

And o'er a limpid brook its green reBecCion throws ; 

With rays of white a striped star encloses 

The floweret's disk, where pink flushes its tender snows. 

Thus on the trodden heath are rose and emerald glowing. 

And e'en the rugged rocks are purple banners showing. 
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When we compare poet and painter in particular 
instances, we should be careful to inquire whether 
both have had entire freedom, and been allowed to 
labor for the highest results of their art without the 
exercise of any constraint from without 

Religion often exercised such constraint upon the 
old artists. A work, devotional in character, must 
often be less perfect than one intended solely to 
produce pleasure. Superstition loaded the gods 
with symbols which were not always reverenced in 
proportion to their beauty. 

In the temple of Bacchus at Lemnos, from which 
the pious Hypsipyle rescued her father under the 
guise of the deity,^ the god was represented homed. 
So he doubtless appeared in ail his temples, the 
horns being s)mibols typical of his nature and func- 
tions. The imfettered artist, whose Bacchus was 
not designed for a temple, omitted the symbol. If, 
among the statues of the god that remain to us, we 
find none with homs,^ that circumstance perhaps 
proves that none of them were sacred statues, repre- 
senting the god in the shape under which he was 
worshipped. We should naturally expect, too, that 

1 See Appendix, note 21. > See Appendix, note 22. 
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against such the fury of the pious iconoclasts in the 
first centuries of Christianity would have been espe- 
cially directed. Only here and there a work of art 
was spared, because it had never been desecrated by 
being made an object of worship. 

But since, among the antiques that have been 
unburied, there are specimens of both kinds, we should 
discriminate and call only those works of art which 
are the handiwork of the artist, purely as artist, those 
where he has been able to make beauty his first and 
last object. All the rest, all that show an evident 
religious tendency, are unworthy to be called works 
of art. In them Art was not working for her ownj 
sake, but was simply the tool of Religion, having^ 
symbolic representations forced upon her with more 
regard to their significance than their beauty. By 
this I do not mean to deny that religion often sacri- 
ficed meaning to beauty, or so far ceased to empha- 
size it, out of regard for art and the finer taste of the 
age, that beauty seemed to have been the sole end 
in view. 

If we make no such distinction, there will be 
perpetual strife between connoisseurs and antiqua- 
rians from their failure to understand each other. 
When the connoisseur maintains, according to his 
conception of the end and aim of art, that certain 
things never could have been made by one of the 
old artists, meaning never by one working as artist 
from his own impulse, the antiquarian will under- 
stand him to say that they could never have been 
fashioned by the artist, as workman, under the infiu* 
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ence of religion or any other power outside the 
do.naiD of art. He will therefore think to confute 
his antagonist by showing some figure which the 
connoisseur, without hesitation, but to the great 
vejis.ion of the learned world, will condemn back 
to the rubbish from which it had been dug,^ 
I But there is danger, on the other hand, of exag- 
i geraling the influence of religion on art. Spence 
I furnishes a remarkable instance of this- He found 
I in Ovid that Vesta was not worshipped in her tem- 
I pie under any human image, and he thence drew the 
I conclusion that there had never been any statues of 
' the goddess. What had passed for such must be 
statues, not of Vesta, but of a vestal virgin.* An 
extraordinary conclusion 1 Because the goddess was 
worshipped in one o£ her temples under the symbol 
of fire, did artists therefore lose all right to person- 
ify after their fashion a being to whom the poets 
give distinct personality, making her the daughter 
of Saturn and Ops, bringing her into, danger of fall- 
ing under the ill treatment of Priapus, and narrating 
yet other things in regard to her ? For Spence com- 
mits the further error of applying to all the temples 
of Vesta and to her worship generally what Ovid 
says only of a certain temple at Rome.* She was 
not everywhere worshipped as in this temple at 
Rome. Until Numa erected this particular sanc- 
tuarj-, she was not so worshipped even in Italy. Numa 
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1 See Appeadii, note 23, 
' Polymetia, Hial , vii. 
* See Appendix, note 34. 
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allowed no deity to be represented in the shape of 
man or beast. In this prohibition of all personal 
representations of Vesta consisted, doubtless, the 
reformation which he introduced into her rites. 
Ovid himself tells us that, before the time of Numa, 
there were statues of Vesta in her temple, which, 
when her priestess Sylvia became a mother, covered 
their eyes with their virgin hands. ^ Yet further 
proof that in the temples of the goddess outside the 
C'!ty, in the Roman provinces, her worship was not 
conducted in the manner prescribed by Numa, is 
furnished by various old inscriptions, where mention 
is made of a priest of Vesta (Pontificis Vestae).* 
At Corinth, again, was a temple of Vesta without 
statues, having only an altar whereon sacrifices were 
offered to the goddess.* But did the Greeks, there- 
fore, have no statues of Vesta ? There was one at 
Athens in the Prytaneum, next to the statue of 
Peace.* The people of lasos boasted of having one 
in the open air, upon which snow and rain never 
fell.* Pliny mentions one in a sitting posture, from 
the chisel of Scopas, in the Servilian gardens at 
Rome, in his day.* Granting that it is difficult for 
us now to distinguish between a vestal virgin and 
the goddess herself, does that prove that the ancients 

1 See Appendix, note 25. 

2 Lipsius de Vesta et Vestalibus, cap. 13. 

' Pausanias, Corinth, cap. xxxv. p. 198 (edit. Kuhn). 
^ Pausanias, Attic, cap. xviiL p. 41. 

^ Polyb. Hist. lib. xvi. sect. 2, Op. T. iu p. 443 (edit 
Ernest). 

* See Appendix, note 26. 
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And shall Homer nevertheless have fallen into those 
barren descriptions of material objects ? 

Let us hope that only a few such passages can be 
cited. And even those few, I venture to assert, will 
be found really to confirm the rule, to which they 
appear to form an exception. 

The rule is this, that succession in time is the 
province of the poet, co-existence in space that of 
the artist. 

To bring together into one and the same picture 
two points of time necessarily remote, as Mazzuoli 
does the rape of the Sabine women and the recon- 
ciliation effected by them between their husbands and 
relations ; or as Titian does, representing in one piece 
the whole story of the Prodigal Son, — his dissolute 
life, his misery, and repentance, — is an encroach- 
ment of the painter on the domain of the poet, which 
good taste can never sanction. 

To try to present a complete picture to the readet ' 
by enumerating in succession several parts or thin; 
which in nature the eye necessarily takes in at 
glance, is an encroachment of the poet on the domaii 
of the painter, involving a great effort of the ima^ 
nation to very little purpose. 
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Spence's surprise is again aroused in a way that 
shows how little he has reflected on the limits of 
poetry and painting. 

"As to the muses in general," he says, "it is 
remarkable that the poets say but little of them in a 
descriptive way; much less than might indeed be 
expected for deities to whom they were so particu- 
larly obliged." * 

What is this but expressing surprise that the 
poets, when they speak of the muses, do not use the 
dumb language of the painter? In poetry, Urania 
is the muse of astronomy. Her name and her 
employment reveal her office. In art she can be 
recognized only by the wand with which she points 
to a globe of the heavens. The wand, the globe, 
and the attitude are the letters with which the artist 
spells out for us the name Urania. But when the 
poet wants to say that Urania had long read her 
death in the stars, — 

Ipsa diu positis lethum praedixerat astris 
Urania.2 

Why should he add, out of regard to the artist, — 
Urania, wand in hand, with the heavenly globe 

1 Polym^tis, dial vilL ' Statius, Theb. viii. 551, 
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passage they display their bad judgment and cor- 
rupted taste. Among the poets of a better age such 
a repudiation of the laws of artistic expression will 
never be found."' 

Such criticism shows small power of discrimina- 
tion, I do not propose to undertake the defence of 
either Statius or Valerius, but will simply make a 
general remark. The gods and other spiritual 
beings represented by the artist are not precisely the 
same as those introduced by the poet. To the artist 
they are personified abstractions which must always 
be characterized in the same way, or we fail to 
recognize them. In poetry, on the contrary, they 
are real beings, acting and working, and possessing, 
besides their general character, qualities and passions 
which may upon occasion take precedence, Venus 
is to the sculptor simply love. He must therefore 
endow her with all the modest beauty, all the tender 
charms, which, as delighting us in the beloved object, 
go to make up our abstract idea of love. The least 
departure from this ideal prevents our recognizing 
her image. Beauty distinguished more by majesty 
than modesty is no longer Venus but Juno. Charms 
commanding and manly rather than tender, give 
US, instead of a Venus, a Minerva. A Venus 
all wrath, a Venus urged by revenge and rage, is 
to the sculptor a contradiction in terms. For love, 
as love, never is angry, never avenges itself. To 
the poet, Venus is love also, but she is the god- 
dess of love, who has her own individuality outside 

1 Polymeiis, dial. viL 
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of this ore characteristic, and can therefore be 
actuated by aversion as well as affection. What 
wonder, then, that in poetry she blazes into anger and 
rage, especially under the provocation of insulted 
love? 

The artist, indeed, like the poet, may, in works ' 
composed of several figures, introduce Venus or an} 
other deity, not simply by her one characteristic, but 
as a living, acting being. But the actions, if not the- -7 
direct results of her character, must not be at vari- 1! 
ance with it. Venus delivering to her son the * 
armor of the gods is a subject equally suitable to 
artist and poet. For here she can be endowed with 
all the grace and beauty befitting the goddess of 
love. Such treatment will be of advantage as help- 
ing us the more easily to recognize her. But when 
Venus, intent on revenging herself on her con- 
temners, the men of Lemnos, wild, in colossal shape, 
with cheeks inflamed and dishevelled hair, seizes the 
torch, and, wrapping a black robe about her, flies 
downward on the storm-cloud, — that is no moment 
for the painter, because he has no means of making 
us recognize her. The poet alone has the privilege 
of availing himself of it. He can unite it so closely 
with some other moment when the goddess is the 
true Venus, that we do not in the fury forget the 
goddess of love. Flaccus does this, — 

Neque enim alma videri 
Jam tumet ; aut tereti crinem subnectitur auro, 
Sidereos diffusa sinus. Eadem effera et ingens 
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Et m^iculis sufEecta genas ; pinumque sonantem 
Virginibus Stygiis, nigramqiie Gimillima pallam.' 

And Statius also, — 

nil Paphon veterem cenlumque altaria linquena, 
Nac vultu nee crine prior, solvisse jugalem 
Ceston, et Idalias procul ablcgasse volucies 
Fertur. Erant certe, media qui nuctis in umbra 
DivaiD, alios ignes majoraque tela gerentem, 
Tartarias inter thalamis volitasse sorores 
Vulgarent ; utquE implicitis arcana domorum 
Anguibus, et sEEva formidine cuncta replerit 

Or, we may say, the poet alone possesses the art 
of so combining negative with positive traits as to 
unite two appearances in one. No longer now the 
tender Venus, her hair no more confined with golden 
clasps, no azure draperies floating about her, with- 
out her girdle, armed with other flames and larger 

' Argonaut, lib. IL t. ioi-ioG. " Gracious the goddess 
is not emulous to appear, nor does she bind her hair with 
the burnished gold, letting her starry tresses float about her. 
Wild she is and huge, her cheeks suffused with apots ; most 
like to the Stjgian virgins with crackling torch and black 
mantle." 

s Thebaid. lib. v. 61-64. "Leaving ancient Paphos and 
the hundred altars, not like her former self in countenance 
or the fashion of her hair, she is said to have loosened 
the nuptial girdle and have sent away her doves. Some 
report that in the dead of night, bearing other fires and 
mightier arms, she had hasted with the Tartarean sisters to 
bed-chambers, and filled the secret places of homes with 
twining snakes, and all thresholds with cruel fear." 
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regarded among the ancients as a master of painting,' 
But surely a shield, it may be said, is a single corpo- 
real object, the description of whicb according to its 
coexistent parts cannot come within the province of 
poetry. Yet this shield, its material, its form, and 
all the iigures which occupied its enormous surface, 
Homer has described, in more than a hundred mag- 
niiicent lines, so circumstantially and precisely that 
modem artists have found no difiicuity in making a 
drawing of it exact in every detail. 

My answer to this particular objection is, that 1 
have already answered iL Homer does not paint 
the shield finished, but in the process of creation. 
Here again he has made use of the happy device of 
substituting progression for coexistence, and thus con- 
verted the tiresome description of an object into a 
I graphic picture of an action. We see not the shield, 
but the divine master-workman employed upon it 
Hammer and tongs in hand he approaches the anvil ; 
and, after having forged the plates from the rough 
metal, he makes the pictures designed for its decora- 
tion rise from the brass, one by one, under his finer 
blows. Not till the whole is finished do we lose 
sight of him. At last it is done ; and we wonder at 
the work, but with the believing wonder of an eye- 
witness who has seen it a-making. 

The same cannot be said of the shield of ^neas 
in Virgil. The Roman poet either failed to see the 
fineness of his model, or the things which he wished 

' Dionysiua Halicama^s. iti Vita Homeri apud Th. Gale id 
Opusc Mytbol. p. 401. 
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I When we compare poet and painter in particular 
I instances, we should be careful to inquire whether 
, both have had entire freedona, and been allowed to 
labor for the highest results of their art without the 
.exercise of any constraint from without. 

Religion often exercised such constraint upon the 
old artists. A work, devotional in character, must 
often be less perfect than one intended solely to 
produce pleasure. Superstition loaded the gods 
with symbols which were not always reverenced in 
proportion to their beauty. 

In the temple of Bacchus at Lemnos, from whicli 
the pious Hypsipyle rescued her father under the 
guise of the deity,' the god was represented horned. 
So he doubtless appeared in all his temples, the 
horns being symbols typical of his nature and func- 
tions. The unfettered artist, whose Bacchus was 
V not designed for a temple, omitted the symbol. If, 
' among the statues of the god that remain to us, we 
find none with horns, ^ that circumstance perhaps 
proves that none of them were sacred statues, repre- 
senting the god in the shape under which he was 
worshipped. We should naturally expect, too, that 
See Appendix, note zi. ' See Appendix, note zz. 
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against such the fury of the pious iconoclasts in the 
first centuries of Christianity would have been espe- 
cially directed. Only here and there a work of art 
was spared, because it had never been desecrated by 
being made an object of worship. 

But since, among the antiques that have been 
uaburied, there are specimens of both kinds, we should 
discriminate and call only those works of art which 
are the handiwork of the artist, purely as artist, those 
where he has been able to make beauty his first and 
last object. All the rest, all that show an evident*- 
religious tendency, are unworthy to be called works 
of art. In them Art was not working for her ownj 
sake, but was simply the tool of Religion, having^^ 
symbolic representations forced upon her with more 
regard to their significance than their beauty. By 
this I do not mean to deny that religion often sacri- 
ficed meaning to beauty, or so far ceased to empha- 
size it, out of regard for art and the finer taste of the 
age, that beauty seemed to have been the sole end 
in view. 

If we make no such distinction, there will be 
perpetual strife between connoisseurs and antiqua- 
rians from their failure to understand each other. 
When the connoisseur maintains, according to his 
conception of the end and aim of art, that certain 
things never could have been made by one of the 
old artists, meaning never by one working as artist 
from his own impulse, the antiquarian will under- 
stand him to say that they could never have been 
fashioned by the artist, as workman, under the influ* 
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ence o£ religion or any other power outside the 
dojiain of art. He will therefore think to confute 
his antagonist by showing some figure which the 
connoisseur, without hesitation, but to the great 
vexK.ion of the learned world, will condemQ back 
to the rubbish from which it had been dug.' 
■. But there is danger, on the other hand, of exag- 
i gerating the influence of reli^on on art. Spence 
I furnishes a remarkable instance of this. He found 
I in Ovid that Vesta was not worshipped in her tem- 
/ pie under any human image, and he thence drew the 
I conclusion that there had never been any statues of 
' the goddess. What had passed for such must be 
statues, not of Vesta, but of a vestal virgin." An 
extraordinary conclusion 1 Because the goddess was 
worshipped in one of her temples under the symbol 
of fire, did artists therefore lose all right to person- 
ify after their fashion a being to whom the poets 
give distinct personality, making her the daughter 
of Saturn and Ops, bringing her into, danger of fall- 
ing under the ill treatment of Priapus, and narrating 
yet other things in regard to her? For Spence com- 
mits the further error of applying to all the temples 
of Vesta and to her worship generally what Ovid 
says only of a certain temple at Rome.* She was 
not everywhere worshipped as in this temple at 
Rome. Until Numa erected this particular sanc- 
tuary, she was not so worshipped even in Italy. Numa 

1 See Appendix, note 23. 
* Folymetis, dial viL 
' See Appendix, note 14. 
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allowed no deity to be represented in the shape of 
man or beast. In this prohibition of all personal 
representations of Vesta consisted, doubtless, the 
reformation which he introduced into her rites. 
Ovid himself tells us that, before the time of Numa, 
there were statues of Vesta in her temple, which, 
when her priestess Sylvia became a mother, covered 
their eyes with their virgin hands. ^ Yet further 
proof that in the temples of the goddess outside the 
C'!ty, in the Roman provinces, her worship was not 
conducted in the manner prescribed by Numa, is 
furnished by various old inscriptions, where mention 
is made of a priest of Vesta (Pontificis Vestae).* 
At Corinth, again, was a temple of Vesta without 
statues, having only an altar whereon sacrifices were 
offered to the goddess.' But did the Greeks, there- 
fore, have no statues of Vesta ? There was one at 
Athens in the Prytaneum, next to the statue of 
Peace.* The people of lasos boasted of having one 
in the open air, upon which snow and rain never 
fell.* Pliny mentions one in a sitting posture, from 
the chisel of Scopas, in the Servilian gardens at 
Rome, in his day.* Granting that it is difficult for 
us now to distinguish between a vestal virgin and 
the goddess herself, does that prove that the ancients 

1 See Appendix, note 25. 

2 Lipsius de Vesta et Vestalibus, cap. 13. 

' Pausanias, Corinth, cap. xxxv. p. 198 (edit. Kuhn). 
^ Pausanias, Attic, cap. xviiL p. 41. 

^ Polyb. Hist lib. xvi. sect 2, Op. T. ii p. 443 (edit 
Ernest). 

* See Appendix, note 26. 

5 



fliis advantage, but, by separating into two or three 
pictures what the poet evidently meant for one, 
he unnecessarily multiplies the representations while 
diminishing the space by one-half. I know the 
motive which led him to this, but it was one by which 
he should not have allowed himself to be influenced. 
He should have shown his opponents the unreason- 
ableness of their demands, instead of trying to satisfy 

An example will make my meaning clear. When 
. Homer says of one of the two cities : * 

iaoi If tlv ayoQ^ iaav d-^QOof iv&« Si vnttoi; 
loijiaQet Bvo if uvSiitg iriiicew shexa noir^g 
dfSgos ofiiKfd'insyov a iii* ev^no ituvi' linoSoSveu, 
ttjucp mffitvaxtoy, 6 If dvaii'ao [OjSev e)JaSai' 
ofi-ipw If lea&ijv iai tatogt wei^ae eXea&ia. 

1 Had zviiL 497-50S. 

Meanwhile a multitude 
Was in the forum where a strife went on, — 
Two men contending for a fine, [he price 
Of one who had been slain. Before tlie crowd 
One claimed that he had paid the fine, and one 
Denied that aughl had been received, and both 
Called for the sentence which should end the strife. 
The people clamored for both sides, for both 
Had eager friends ; the herald held the crowd 
In check ; the elders, upon polished stones, 
Sat in a sacred circle. Each one took 
In turn a herald's sceptre in his hand, 
And rising gave his sentence. In the midst 
Two talents lay in gold, to be the meed 
Of him whose jnster judgment should prevaiL 

BkYAtTb 
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Spence's surprise is again aroused in a way that 
shows how little he has reflected on the limits of 
poetry and painting. 

"As to the muses in general," he says, "it is 
remarkable that the poets say but little of them in a 
descriptive way; much less than might indeed be 
expected for deities to whom they were so particu- 
larly obliged." * 

What is this but expressing siuprise that the 
poets, when they speak of the muses, do not use the 
dumb language of the painter ? In poetry, Urania 
is the muse of astronomy. Her name and her 
emplo)rment reveal her office. In art she can be 
recognized only by the wand with which she points 
to a globe of the heavens. The wand, the globe, 
and the attitude are the letters with which the artist 
spells out for us the name Urania. But when the 
poet wants to say that Urania had long read her 
death in the stars, — 

Ipsa diu positis lethum praedixerat astris 
Urania.'^ 

Why should he add, out of regard to the artist, — 
Urania, wand in hand, with the heavenly globe 

1 Polym^tis, diaL viii. > Statius, Theb. viii 551* 
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before her? Would that not be as if a man, with 
the power and privilege of speech, were to employ 
the signs which the mutes in a Turkish seraglio had 
invented to supply the want of a voice ? 

Spence expresses the same surprise in regard to 
the moral beings, or those divinities who, among the 
ancients, presided over the virtues and undertook 
the guidance of human life.' " It is observable," 
he says, "that the Roman poets say less of the best 
of these moral beings than might be expected. The 
artists are much fuller on this head ; and one who 
would know how they were each set off must go to 
the medals of the Roman emperors. The poets, 
in fact, speak of them very often as persons ; but 
of their attributes, their dress, and the rest, of their 
figure they generally say but little." 
/''When a poet personifies abstractions he sufB- 
/ciently indicates their character by their name and 
employment. 

These means are wanting to the artist, who must 
therefore give to his personified abstractions certain 
symbols by which they may be recognized. These 
symbols, because they are something else and mean 
something else, constitute them allegorical figures. 

A female figure holding a bridle in her hand, 
another leaning against a column, are allegorical 
beings. But in poetry Temperance and Constancy 
are not allegorical beings, but personified abstrac- 
tions. 

Necessity invented these symbols for the artlsti 

Polymetis, dial. I 
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I Nece 
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who could not otherwise indicate the significance o£ 
this or that figure. But why should the poet, for 
whom no such necessity exists, be obliged to accept 
the conditions imposed upon the artist ? 

What excites Spence's surprise should, in fact, be 
prescribed as a law to all poets. They should not 
regard the limitations of painting as beauties in 
their own art, nor consider the expedients which 
painting has invented in order to keep pace with 
poetry, as graces which they have any reason to 
envy her. By the use of symbols the artist exalts a % 
mere figure into a being of a higher order. Should 
the poet employ the same artistic machinery he 
would convert a superior being into a doll. 

Conformity to this rule was as persistently ob- 
served by the ancients as its studious violation is 
by the viciousness of modern poets. All their imag- 
inary beings go masked, and the writers who have 
most skill in this masquerade generally understand 
least the real object of their work, which is to let 
their personages act, and by their actions reveal 
their character. 

Among the attributes by which the artist individ- 
ualizes his abstractions, there is one class, however, 
better adapted to the poet than those we have been 
considering, and more worthy of his use. I refer to 
such as are not strictly allegorical, but may be 
regarded as instruments which the beings bearing 
them would or could use, should they ever come to 
act as real persons. The bridle in the hand of 
Temperance, the pillar which supports Constancy 
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artistic shield shouM not be preferred to theirs. 
Whoever will, may accept the former supposition: the 
latter, surely, no one will be persuaded to adopt wfio 
knows any thing more of the history of art than the 
date of the historians. That painting in the time of 
Homer was still in its infancy he believes, not merely 
on the autliority of Pliny, or some other writer, but 
chiefly because, judging from the works of art men- 
tioned by the ancients, he sees that even centuries 
later no great progress had been made. The pictures 
of Polygnotus, for instance, by no means stand the 
test which Pope thinks can be successfully applied 
to Homer's shield. The two great works by this 
master at Delphi, of which Pausanias has left a 
circumstantial description,* were evidently wholly 
wanting in perspective. The ancients had no knowl- 
edge of this branch of art, and what Pope adduces 
as proof that Homer understood it, only proves that 
he has a very imperfect understanding of it himself.* 

"That Homer," he says, "was not a stranger to 
aerial perspective appears in his expressly marking 
the distance of object from object. He tells us, for 
instance, that the two spies lay a little remote from 
the other figures, and that the oak under which was 
spread the banquet of the reapers stood apart. What 
he says of the valley sprinkled all over with cottages 
and fiocks appears to be a description of a large 
country in perspective. A,nd, indeed, a general argu- 
ment for this may be drawn from the number of fig- 
ures on the shield, which could not be all expressed 

•■ Pbodc cap. jiv.-Etii, s See Appendix, note 42. 
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Count Caylus also seems to require that the poet 
should deck out the creatures of his imagination 
with allegorical attributes.^ The Count understood 
painting better than poetry. 

But other points more worthy of remark have 
struck me in the same work of his, some of the 
most important of which I shall mention here for 
closer consideration. 

The artist, in the Count's opinion, should make 
himself better acquainted with Homer, that greatest 
of all word painters, — that second nature, in fact. 
He calls attention to the rich and fresh material 
furnished by the narrative of the great Greek, and 
assures the painter that the more closely he follows 
the poet in every detail, the nearer his work will 
approach to perfection. 

This is confounding the two kinds of imitation [ 
mentioned above. The painter is not only to copy ' 
the same thing that the poet has copied, but he is < 
to copy it with the same touches. He is to use the ' 
poet not only as narrator, but as poet. y 

But why is not this second kind of imitation, 

See Appendix, note 29. 
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which we ha'e found to be degrading to the poet, 
equally so to the artist ? If there had existed 
previous to Homer such a series of pictures as he 
suggests to Count Caylus, and we knew that the 
poet had composed his work from them, would he 
not lose greatly in our estimation? Why should we 

I not in like manner cease to admire the artist who 
should do no more than translate the words of the 
poet into form and color ? 

The reason 1 suppose to be this. In art the diffi- 
culty appears to tie more in the execution than 
in the invention, while with poetry the contrary is 
the case. There the execution seems easy in com- 
parison with the invention. Had Virgil copied the 
twining of the serpents about Laocoon and his sons 
from the marble, then his description would lose its 
chief merit ; for what we consider the more difficult 
part had been done for him. The first conception 
of this grouping in the imagination is a far greater 
achievement than the expression of it in words. But 
if the sculptor have borrowed the grouping from the 
poet, we still consider him deserving of great praise, 
although he have not the merit of the first conception. 
For to give expression in marble is incalculably more 
difficult than to give it in words. We weigh inven- 
tion and execution in opposite scales, and are inclined 
to require from the master ks much less of one as 
he has given us more of the other. 

There are even cases where the artist deserves 
more credit for copying Nature through the medium 
of the poet's imitation than directly from herself. 
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The painter who makes a beautiful landscape from 
the description of a Thomson, does more than one 
who takes his picture at first hand from nature. The 
latter sees his model before him ; the former must, 
by an effort of imagination, think he sees it. One 
makes a beautiful picture from vivid, sensible impres- 
sions, the other from the feeble, uncertain represen- 
tations of arbitrary signs. 

From this natural readiness to excuse the artist 
from the merit of invention, has arisen on his part 
an equally natural indifference to it. Perceiving 
that invention could never be his strong point, but 
that his fame must rest chiefly on execution, he I 
ceased to care whether his theme were new or old,| 
whether it had been used once or a hundred times, 
belonged to himself or another. He kept within the 
narrow range of a few subjects, grown familiar to 
himself and the public, and directed all his inven- 
tion to the introducing of some change in the treat- 
ment, some new combination of the old objects. 
That is actually the meaning attached to the word 
" invention " in the old text-books on painting. For 
although they divide it into the artistic and the 
poetic, yet even the poetic does not extend to the 
originating of a subject, but solely to the arrange- 
ment or expression.^ It is invention, not of the 
whole, but of the individual parts and their connec- 
tion with one another ; invention of that inferior 
kind which Horace recommended to his tragic poet : 

^ Betrachtungen Uber die Malerei, p. 159. 
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ence of religion or any other power outside tlie 
do.Tiain of art He will therefore think to confute 
his antagonist by showing some figure which the 
connoisseur, without hesitation, but to the great 
vexElion of the learned world, will condemn back 
to the rubbish from which it had been dug,' 
I But there is danger, on the other hand, of exag- 
gerating the influence of religion on art. Spence 
I furnishes a remarkable instance of this. He found 
I in Ovid that Vesta was not worshipped in her tern- 
I pie under any human image, and he thence drew the 
I conclusion that there had never been any statues of 
' the goddess. What had passed for such must be 
statues, not of Vesta, but of a vestal virgin." An 
extraordinary conclusion ! Because the goddess was 
worshipped in one of her temples under the symbol 
of fire, did artists therefore lose all right to person- 
ify after their fashion a being to whom the poets 
give distinct personality, making her the daughter 
of Saturn and Ops, bringing her into danger of fall- 
ing under the ill treatment of Priapus, and narrating 
yet other things in regard to her? For Spence com- 
mits the further error of applying to all the temples 
of Vesta and to her worship generally what Ovid 
says only of a certain temple at Rome.' She was 
not everywhere worshipped as in this temple at 
Rome. Until Numa erected this particular sanc- 
tuary, she was not so worshipped even in Italy. Numa 
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1 See Appendin, note 23. 

* Poljmetis, diiil. viL 

* See Appendix, note 14. 
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allowed no deity to be represented in the shape of 
man or beast. In this prohibition of all personal 
representations of Vesta consisted, doubtless, the 
reformation which he introduced into her rites. 
Ovid himself tells us that, before the time of Numa, 
there were statues of Vesta in her temple, which, 
when her priestess Sylvia became a mother, covered 
their eyes with their virgin hands. ^ Yet further 
proof that in the temples of the goddess outside the 
C'!ty, in the Roman provinces, her worship was not 
conducted in the manner prescribed by Numa, is 
furnished by various old inscriptions, where mention 
is made of a priest of Vesta (Pontificis Vestae).* 
At Corinth, again, was a temple of Vesta without 
statues, having only an altar whereon sacrifices were 
offered to the goddess.' But did the Greeks, there- 
fore, have no statues of Vesta? There was one at 
Athens in the Prytaneum, next to the statue of 
Peace.* The people of lasos boasted of having one 
in the open air, upon which snow and rain never 
fell.* Pliny mentions one in a sitting posture, from 
the chisel of Scopas, in the Servilian gardens at 
Rome, in his day.* Granting that it is difficult for 
us now to distinguish between a vestal virgin and 
the goddess herself, does that prove that the ancients 

1 See Appendix, note 25. 

2 Lipsius de Vesta et Vestalibus, cap. 13. 

• Pausanias, Corinth, cap. xxxv. p. 198 (edit. Kuhn). 
^ Pausanias, Attic, cap. xviiL p. 41. 

^ Polyb. Hist lib. xvL sect. 2, Op. T. ii p. 443 (edit 
Ernest). 

* See Appendix, note 26. 
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Di persona era tanto ben formata, 
Quanto mai finger san pittori industd. 
Con bionda chioma, lunga e annodata, 
Oro non h, che pin risplenda e lustri 
Spargeasi per la guancia delicata 
Misto color di rose e di ligustri . 
Di terso avorio era la fronte lieta, 
Che lo spazio finia con giusta meta. 

Sotto due negri, e sottilissimi archi 
Son due negri, occhi, anzi due chiari soli 
Pietosi a riguardar, a mover parchi, 
Intomo a cui par ch' Amor scherzi, e voliy 

Within are strung two rows of orient peari. 
Which her delicious lips shut up or show, 
Of force to melt the heart of any churl. 
However rude, hence courteous accents flow ; 
And here that gentle smile receives its birth. 
Which opes at will a paradise on earth. 

Like milk the bosom, and the neck of snow ; 
Round is the neck, and full and round the breast ; 
Where, fresh and firm, two ivory apples grow. 
Which rise and fall, as, to the margin pressed 
By pleasant breeze, the billows come and ga 
Not prying Argus could discern the rest. 
Yet might the observing eye of things concealed 
Conjecture safely from the charms revealed. 

To all her arms a just proportion bear. 
And a white hand is oftentimes descried. 
Which narrow is and somedeal long, and where 
No knot appears nor vein is signified. 
For finish of that stately shape and rare, 
A foot, neat, short, and round beneath is spied. 
Angelic visions, creatures of the sky. 
Concealed beneath no covering veil can lie. 

William Stewart Rose. 
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Spence's surprise is again aroused in a way that 
shows how little he has reflected on the limits of 
poetry and painting. 

"As to the muses in general," he says, "it is 
remarkable that the poets say but little of them in a 
descriptive way; much less than might indeed be 
expected for deities to whom they were so particu- 
larly obliged." * 

What is this but expressing surprise that the 
poets, when they speak of the muses, do not use the 
dumb language of the painter ? In poetry, Urania 
is the muse of astronomy. Her name and her 
employment reveal her office. In art she can be 
recognized only by the wand with which she points 
to a globe of the heavens. The wand, the globe, 
and the attitude are the letters with which the artist 
spells out for us the name Urania. But when the 
poet wants to say that Urania had long read her 
death in the stars, — 

Ipsa diu positis lethum praedixerat astris 
Urania.2 

Why should he add, out of regard to the artist, — 
Urania, wand in hand, with the heavenly globe 

* Polym^tis, dial. viiL * Statius, Theb. viii. 551. 
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again, an artist may justly claim our admiration, even 
when his work does not entirely satisfy us. By 
bearing this in mind we can often reconcile contra- 
dictory judgments, as in the present case. Dolce, 
in his dialogues on painting, makes Aretino speak 
in terms of the highest praise of the above-quoted 
stanzas,' while I select them as an instance of paint 
ing without picture. We are both right. Dolce 
admires the knowledge of physical beauty which the 
poet shows : I consider only the effect which this 
knowledge, conveyed in words, produces on my 
imagination. Dolce concludes from this knowledge 
that good poets are no less good painters ; I, judg- 
ing from the effect, conclude that what painters can 
best express by lines and colors is least capable of 
expression in words. Dolce recommends Ariosto's 
description to ali painters as a perfect model of a 
beautifuJ woman ; I recommend it to all poets as the 
most instructive of warnings not to attempt, with 
still greater want of success, what could not but 
fail when tried by an Ariosto. 

It may be that when the poet says, — 

Di persona cm tanto ben Eormati, 
Quanto mai fingei san pittori industri, 

he proves himself to have had a complete knowledge 
of the laws of perspective, such as only the most 
industrious artist can acquire from a study of nature 
and of ancient art.^ 
In the words, — 

' Seo Appendix, note 44. ' See Appeodin, note 45. 
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he may show hJmself to be a perfect master of 
color, — a very Titian.* His comparing Alcina's 
hair to gold, instead of calling it golden hair, may 
be taken as proof that he objected to the use of 
actual gold in coloring." We may even discover in 
the descending nose the profile of those old Greek 
noses, afterwards borrowed by Roman artists from 
the Greek masterpieces.* Of what use is all thi s 

i insight and learning to us readers who want to 
fancy we are looking at a beautiful woman, and 
desire to feel that gentle quickening of the pulses 
which accompanies the sight of actual beauty ? The 
poet may know the relations from which beauty 
springs, but does that make us know them ? Or, if 
we know them, does he show them to us here? or 
does he help us in the least to call up a vivid image 
of them? 

A brow thit (arms a fitting bound, 

Che lo Bpaiio fitiia con giusta meta ; 
A nose where envy itself finds nothing Co amend, 

Che Don trova 1' invidia, ove t' cmende ; 
A hand, narrow, and somewhat long, 

Lunghefta alquanto, e di larghezza angasta ; 

what sort of a picture do these general formula: give 
us i In the mouth of a drawing-master, directing 
his pupils' attention to the beauties of tlie academic 
model, they might have some meaning. For the 

> See AppendU, note 46. * See Appendii, note 4; 

' See Appendix, note 4S. 
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Students would have but to look at the model to see 
the fitting bounds of the gay forehead, the fine cut 
of the nose, and the slenderness of the pretty hand. 
But in the poem I see nothing, and am only tor-i 
mented by the futility of all my attempts to see / 
any thing. 

In this respect Virgil, by imitating Homer's reti- 
cence, has achieved tolerable success. His Dido is 
only the most beautiful {^iilcfierrima) Dido. Any 
further details which he may give, have reference to 
her rich ornaments and magnificent dress. 

Tandem progredilur . . . 
Sidoniam picto chlamydem circumdala Umbo : 
Cui pharetra ex auro, crines nodantur in aunim, 
Aurea purpuream subnectit fibula vestem.' 

If, on this account, any should apply to him what 
the old artist said to one of his pupils who had 
painted a gayly decked Helen, — " Since you could 
not paint her beautiful, you have painted her rich," 
— Virgil would answer: "I am not to blame that I 
could not paint her beautiful. The fault lies in the 
limits of my art, within which it is my merit to have 
kept." 

I must not forget here the two odes of Anacreon 
wherein he analyzes the beauty of his mistress and 

1 ^Ineid iv. 136. 

Tbe queen at lengtb appears ; 

A flowered cymar with golden fringe she wore, 

And at ber bacli a golden quiver 1>ore ; 

Her flowing hair a golden caul n 

A golden clasp the Tyrian robe si 
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of BathyUm.' The device which be us^ eatirely 
^MiSes tbe analysis. He imagiQes that be has 
1)cfbre him a painter who is worim^ from his descrip- 
tion. " Tfaas paint me dw hair," be says ; " thus 
tbe brow, tbe eyes, tbe mootb ; thus the neck aod 
bosom, the thighs and hands," As the artist could 
execute but oae deUil at a time, the poet was 
obliged to give them to him thus piecemeal. His 
object is not to make as see and feel, in these 
spoken directions to the painter, the whole beauty of 
the beloved object He is conscious ot the inade- 
quacy of all verbal expression ; and for that reason 
summons to his aid the expression of ait, whose 
power of illusion he so extols, that the whole song 
seems rather a eulogiura of art than of his lady. 
He sees not the picture but herself and fancies she 
is about to open her mouth to speak. 

So, too, in his ode to Bathyllus, the praises of the 
beautiful boy are so mingled with praises of art and 

the artist, that we are in doubt in whose honor the 
song was really written. He selects the most beau- 
tiful parts from various pictures, the parts for which 
the pictures were remarkable. He takes the neck 
from an Adonis, breast and hands from a Mercury, 
the thighs from a Pollux, the belly from a Bacchus, 
until he has the whole Bathyllus as a finished Apollo 
from the artist's hand. 
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employed in painting as In poetry as an ingredieni 
for strengthening otlier sensations. 

May painting make use of deformity in the attain- 
ment of tbe ridiculous and horrible? 

1 will not venture to answer this question abso- 
lutely in the negative. Unquestionably, harmless 
ugliness can be ridiculous in painting also, especially 
when united with an affectation of grace and dignity. 
Equally beyond question is it that hurtful ugliness 
excites terror in a picture as well as in nature, and 
that the ridiculous and the terrible, in themselves 
mixed sensations, acquire through imitation an added 
degree of fascination. 
But I must call attention to the fact that painting 
■ and poetry do not stand upon the same footing in 
this respect In poetry, as I have observed, ugliness 
;' of form loses its disagreeable effect almost entirely 
' by the successive enumeration of its coexistent parts. 
. As far as effect is concerned it almost ceases to be 
1 ugliness, and can thus more closely combine with 
/ other appearances to produce new and different 
■\ impressions. But in painting ugliness is before ou r 
I eyes in all its stren^. a niT^ffects us scarcely less 
I powerfully than in nature itself. H armless uglines s 
y annot. therefore, lyng remain ridiculous. The dis- 



■eeable impression gains the mastery, and what 
'as at first amusing becomes at last repulsive. Ttf"r 
i s the case diff e rent with hurtful ugliness. The 
ele mep^ at ^gror ^^Sual^ disappear s, leaving the 
deformity unchanging and um-elieved. 

Count Caylus was therefore right in omitting the 
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Bdt are we not robbing poetry of too much by talcing 
from her all pictures of physical beauty ? 

\Vho seeks to take them from her ? We are only 
warning her against trying to arrive at them by a 
particular road, where she will blindly grope her 
way in the footsteps of a sister art without ever 
reaching the goal. We are not closing against her 
other roads whereon art can follow only with her 

Homer himself, who so persistently refrains from 
all detailed descriptions of physical beauty, that we 
barely learn, from a passing mention, that Helen 
,had white arms ' and beautiful hair,* even he man- 
evertheless to give us an idea of her beauty, 
hich far surpasses any thing that art could do. 
.ecaJl the passage where Helen enters the assembly 
of the Trojan elders. The venerable men see her 
coming, and one says to the others :* — 

1 Iliad ill I2r. * Ibid. 3191 

1 Ibid. I5&-IS3. 

Small blame is theirs if both the Trojan knights 

And brazen-mailed Achaians have endured 

So long 3a many evils for the sake 

Of that one woman. She is wholly like 

In feature to the deathleits goddesses. — BitYAiri. 



rmH^" uit(pr yvvaixl noliv iqovov Sikyea ndajtai' 
aivtas d&avatjjai &t^s tig ana eoixsv. 

What can give a more vivid idea of her beauty than 
that cold-blooded age should deem it well worth the' 
war which bad cost so much blood and so many 
tears ? 

What Homer could not describe in its details, hej 
shows us by its effect. Paint us, ye poets, the de-| 
light, the attraction, the love, the enchantment ofl 
beauty, and you have painted beauty itself. Who I 
can think of S.ippho's beloved, the sight of whom, 
as she confesses, robs her of sense and thought, as 
ugly ? We seem to be gazing on a beautiful and 
perfect form, when we sympathize with the emotions 
which only such a form can produce. It is not Ovid's 
minute description of the beauties of his Lesbia, — 

Quos humeios, quaica vidi tetigiquc laceitos 1 
Forma papillarum quam fuit apta premi 1 

Quam castigato planus sub pectore venter I 
Quantum et quale latus I quam juvenile femur 1 

that makes us fancy we are enjoying the same sight 
which he enjoyed j but because he gives the details 
with a sensuousness which stirs the passions. 

Yet another way in which poetry surpasses art i 
in the description of physical beautj', is by turning W 
beauty into charm. Charm is beauty in motion, and ] 
therefore less adapted to the painter than the poet 
The painter can suggest motion, but his figures are 
really destitute of it. Charm therefore in a picturB 
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becomes grimace, while in poetry it remains what 
it is, a transitory beauty, which we would fain see 
repeated. It comes and goes, and since we can 
recall a motion more vividly and easily than mere 
forms and colors, charm must affect us more strongly 
than beauty under the sarae conditions. All that 
touches and pleases in the picture of Alcina is 
charm. Her eyes impress us not from their black- 
ness and fire, but because they are — 

Pietosi a riguaidar, a mover parchi, 
they move slowly and with gracious glances, because 
Cupid sports around them and shoots from them 
his arrows. Her mouth pleases, not because ver- 
milion lips enclose two rows of orient pearls, but 
because of the gentle smile, which opens a paradise 
on earth, and of the courteous accents that melt the 
rudest heart. The enchantment of her bosom lies 

I not so much in the milk and ivory and apples, that 
typify its whiteness and graceful form, as in its 
gentle heavings, like the rise and fall of waves under 
a pleasant breeze. 

Due pome acerbe, e pur d' avorio fatte, 
Vengono e van, come onda al prima margo, 
Quando piacevole aura jl mar combaCtc 

I am convinced that such traits as these, compressed 
into one or two stanzas, would be far more effective 
than tha five over which Ariosto has spread them, 
interspersed with cold descriptions of form much 
too learned for our sensibilities. 
Anacreon preferred the apparent absurdity of re- 
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quiHng impossibilities of the artist, to leaving the 
image of his mistress unenlivened with these mobile 
charms. 

T^epeQOv S" taut ytvium 

XoiiLteg nhotno naatu. 

He bids the artist let all the graces hover about 
her tender chin and marble neck. How so ? literally ? 
But that is beyond the power of art. The painter 
could give the chin the most graceful curve and the 
prettiest dimple, Amoris digiiulo impressum (for the 
(ow here seems to me to mean dimple) ; he could 
give the neck the softest pink, but that is all. The 
motion of that beautiful neck, the play of the mus- 
cles, now deepening and now half concealing the 
dimple, the essential charm esceeded his powers. 
The poet went to the limits of his art in the attempt 
to give us a vivid picture of beauty, in order that 
the painter might seek the highest expression in 
his. Here we have, therefore, a fresh illustration 
of what was urged above, that the poet, even when 
speaking of a painting or statue, is not bound to 
confine his description within the limits of art. 
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Zeuxis painted a Helen, and had the courage to 
write beneath his picture those famous lines of 
Homer wherein the elders express tlieir admiration 
of her beauty. Never did painting and poetry engage 
in closer rivalry. Victory remained undecided, and 
both deserved to be crowned. 

For as the wise poet showed us only in its effects 
the beauty which he felt the impossibility of describ- 

I ing in detail, so the equally wise painter exhibited 

! beauty solely through its details, deeming it unworthy 
of his art to have recourse to any outward aids. 
His whole picture was the naked figure of Helen. 

I For it was probably the same that he painted for the 

'people of Cortona.' 

Let us, for curiosity's sake, compare with this Cay- 
lus's picture as sketched for modern artists from the 
same lines of Homer, 

" Helen, covered with a white veil, appears in the 
midst of several old men, Priam among the number, 
who should be at once recognizable by the emblems 
of his royal dignity. The artist must especially ex- 
ert his skill to make us feel the triumph of beauty 

lib. iii. cap. 7, Dionysiui Halicarn^Lsa. 



' 1 Val, Maxin: 

I Art. Shet. cap. I 
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in the eager glances and expressions of astonished 
admiration on the countenances of the old men. 
The scene is over one of the gates of the town. 
The background of the painting may be lost either 
in the open sky or against the higher buildings of 
the town. The first would be the bolder, but the 
one would be as suitable as the other," 

Imagine this picture, executed by the greatest 
master of our time, and compare it with tlie work of 
Zeuxis. Which will show the real triumph of beauty ? 
This, where I feel it myself, or that, where I am to 
infer it from the grimaces of admiring graybeards ? 
" Turpe senilis amor ! " Looks of desire make the 
most reverend face ridiculous, and an old man who 
shows the cravings of youth is an object of disgust. 
This reproach cannot be brought against the Homeric 
elders. Theirs is but a ^assing^ spark of feeling 
which wisdom instantly stifles ; an emotion which 
does honor to Helen without disgracing them- 
selves. They acknowledge their admiration, but add' 
at once,' — 

aiXa xal dig, tohj ntg iova", ir nival vif'a&m, 
ftrjS ^lur lexftaai t oauiaia nijua iitioito. 
This decision saves them from being the old cox- 
combs which they look like in Caylus's picture. 
And what is the sight that fixes their eager looks f 
A veiled, muffled figure. Is that Helen ? I cannot 

' So be it ; let her, peeiless as she is, 
Return on board the fleet, nor stay to bring 
Disaster upon us and all our race 



It induced Caylus to make her wear a 
veil. Homer, to be sure, expressly gives her one, 

tcvTixa S' d(iyerrijai xaXinpofiii'ij 6&or^aiv 
aiQitat tx OaXufUHo, 
"She left ber chamber, robed and veiled in white,'' 
but only to cross the street in. And although he 
makes the elders express their admiration before she 
could have had time to take it off or throw it back, 
yet they were not seeing her then for the first time. 
Their confession need not therefore have been caused 
by the present hasty glance. They might often 
have felt what, on this occasion, they first acknowl- 
edged. There is nothing of this in the picture. 
When I behold the ecstasy of those old men, I want 
to see the cause, and, as I say, am exceedingly 
surprised to perceive nothing but a veiled, muflSed 
figure, at which they are staring with such devotion, 
I What of Helen is there? Her white veil and some- 
; thing of her outline, as far as outline can be traced 
I beneath drapery. But perhaps the Count did not 
mean that her face should be covered. In that case, 
although his words — " H^lfene couverte d'un voile 
blanc " — hardly admit of such an interpretation, 
another point excites my surprise. He recommends 
to the artist great care in the expression of the old 
men's faces, and wastes not a word upon the beauty 
of Helen's. This modest beauty, approaching tim- 
idly, her eyes moist with repentant tears, — is, then, 
the highest beauty so much a matter of course to 
our artists, that thev need not he-, reminded of it? or 
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is expression more than beauty? or is it with pic- 
tures as with the stage, where we are accustomed to 
accept the ugliest of actresses for a ravishing prin- 
cess, if her prince only express the proper degree 
of passion for her. 

Truly this picture of Caylus would be to that of 
Zeuxis as pantoraime to the most sublime of poetry. 

Homer was unquestionably more read formerly 
than now, yet we do not find mention of many 
pictures drawn from him even by the old artists.^ 
They seem diligently to have availed themselves of 
any individual physica l beauties which he may have 
pointed out. They painted these, well knowing that. 
in this department alone they could vie with the 
poet with any chance of success. Zeuxis painted 
besides Helen a Penelope, and the Diana of Apelles 
was the goddess of Homer attended by her nymphs. 

I will take this opportunity of saying that the 
passage in Pliny referring to this picture of Apelles 
needs correcting.^ But to paint scenes from Homer 
merely because they afforded a rich composition, 
striking contrasts, and artistic shading, seems not to 
have been to the taste of the old artists ; nor could 
it be, so long as art kept within the narrow limits of 
its own high caJling. They fed upon the spirit of 
the poet, and filled their imagination with his noblest 
traits. The fire of his enthusiasm kindled theirs. | 
They saw and felt with him. Thus their works I 
became copies of the Homeric, not in the relation of j 

• Fibricii Biblioth. Grsec. lib. ii. cap. 6, p. 345. 

* See Appeodii, note 45. 
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I portrait to original, but in the relation o£ a son to a 
father, — like, but difFerent, The whole resemblance 
often lies in a single trait, the other parts being 
alike in nothing but in their harmony with that. 

Since, moreover, the Homeric masterpieces of 
poetry were older than any masterpiece of art, for 
Homer had observed nature with the eye of an 
artist before either Phidias or Apelles, the artists 
naturally found ready made in his poems many 
valuable observations, which they had not yet had 
time to make for themselves. These they eagerly 
seized upon, in order that, through Homer, they 
might copy nature. Phidias acknowledged that the 
lines,' — 

""H uttl xfaw'jjffif fV ocppvoi veiias Kgofiiotr 

xparoff ibt' i&avdtour fiiyo-v S" EiiAi|ef 'Oiiifwnw, 

1 served him as the model of his Olympian Jupiter, 
I and that only through their help had he succeeded in 
1 making a godlike countenance, "propemodum ex 
ipso ccelo petitum." Avhoever understands by this 
merely that the imagination of the artist was fired 
by the poet's sublime picture, and thus made capable 
of equally sublime representations, overlooks, I think, 

1 Iliad i. 528. Valeriua Maiimus, lib. iii. cap. 7. 
As thus he spoke Ihe son of Saturn gave 
The nod with bis darli browa. Tlie ambrosial curU 
Upon the Sovereign One's inunortal head 
Were shaken, and nitti them the mightj mount 
Olympus trembled.— Brvani-. 
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the chief point, and contents himself with a gen- 
eral statement where sometlung very special and 
much more satisfactory is meant. Phidias here" 
acknowledges also, as I understand him, that this 
passage first led him to notice how much expression 
lies in the eyebrows, " quanta pars animi " is shown 
in them. Perhaps it further induced him to bestow 
more attention upon the hair, in order to express in 
some degree what Homer calls ambrosial curls. 
For it is certain that the old artists before Phidias 
had very little idea of the language and significance 
of the features, and particularly neglected the hair. 
Even Myron was faulty in both these respects, as 
Pliny observes,' and, according to the same author- 
ity, Pythagoras Leontinus was the first who dis- 
tinguished himself by the beauty of his hair. Other 
artists learned from the works of Phidias what 
Phidias had learned from Homer. 

I will mention another example of the same kind 
which has always given me particular pleasure. Ho 
garth passes the following criticism on the Apollo 
Belvidere.* " These two masterpieces of art, the 
Apollo and the Antinous, are seen together in 
the same palace at Rome, where the Antinous fills 
the spectator with admiration only, whilst the Apollo 
strikes him with surprise, and, as travellers express 
themselves, with an appearance of something more 
than human, which they of course are always at a 
loss to describe ; and this effect, they say, is the more 

I See Appeodii, note 5a 

* Hogarth's Analysis of Beauty, chip, xL 
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astonishing, as, upon examination, its disproportion 
is evident even to a common eye. One of the best 
sculptors we have in England, who lately went to 
see (hem, confirmed to me what has been now said, 
particularly as to the legs and thighs being too long 
and too large for the upper parts. And Andrea 
Sacchi, one of the great Italian painters, seems to 
have been of the same opinion, or he would hardly 
have given his Apollo, crowning Pasquilini the musi- 
cian, the exact proportion of the Antinous (in a 
famous picture of his now in England), as otherwise 
it seems to be a direct copy from the Apollo. 

" Although in very great works we often see an 
inferior part neglected, yet here this cannot be the 
case, because in a fine statue, just proportion is one 
of its essential beauties ; therefore it stands to 
reason, that these limbs must have been lengthened 
on purpose, otherwise it might easily have been 
avoided. 

" So that if we examine the beauties of this figura 
I thoroughly, we may reasonably conclude, that what 
I has been hitherto thought so unaccountably excel- 
lent in its general appearance, hath been owing to 
what hath seemed a blemish in a part of it." 
[ All this is very suggestive. Homer also, I would 
add, had already felt and noticed the same thing, — 

I that an appearance of nobility is produced by a dis- 
proportionate size of the foot and thigh. For, when 
Antenor is comparing the figure of Ulysses with 
that of Menelaus, he says,' — 
1 Iliad iiL zio. 
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atdvtoov 118V Mevskaog vneigex^ evgiag tSfiOfjig, 
ofAqxa y SCofAsvco, yeQagdregog ^ep ^O^voaeig, 

"When both were standing Menelaus overtopped 
him by his broad shoulders ; but when both were 
sitting, Ulysses was the more majestic." Since, 
when seated, Ulysses gained in dignity what Mene- 
laus lost, we can easily tell the proportion which the 
upper part of the body in each bore to the feet 
and thighs. In Ulysses the upper part was large in 
proportion to the lower : in Menelaus the size of the 
lower parts was large in proportion to that of the 
upper. 
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Single incongruous part may destroy the harffli 
nious efEect of many beauties, without, however, 
making the object ugly. Ugliness requires the 
/ presence of several incongruous parts which we 
f must be able to take in at a glance if the effect pro- 
duced is to be the opposite of that which we caU 
beauty. 

Accordingly ugliness in itself can be no subject 
for poetry. Yet Homer has described its extreme in 
Thersites, and described it by its coexistent parts. 
Why did he allow himself in the case of ugliness 
what he wisely refrained from as regards beauty ? 
Will not the effect of ugliness be as much hindered 
by the successive enumeration of its elements, as 
the effect of beauty is neutralized by a similar treat- 
ment? 

Certainly it will, and therein lies Homer's justifi- 
cation. The poet can make ugliness his theme only 
because it acquires through his description a less 
repulsive aspect, and ceases in a measure to produce 
the effect of ugliness. What he cannot employ by 

1 itself, he uses as an ingredient to excite and strengthen 
certain mixed impressions, with which he must 
tain us in the absence of those purely agreeable. 
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These mixed sensations are those of the ridic- \j 
ulous and the horrible. ' 

Homer makes Thersites ugly in order to make 
him ridiculous. Mere ugliness, however, would not h N 
have this effect. ^Ugliness b imperfection, and the^ ' 
ridiculous requires a contrast between perfections 
and imperfections.^ This is the explanation of my 

friend, to TmhiVh T ynnlH aflH th^t tlilc i-nntract mnsf 

not be too sharp and decided, but that the oppo- 
siSs^must be s uch as admit of being blended into 
eirh 1th rt All the ugliness of Thersites has not 
made the wise and virtuous -^sop ridiculous. A 
silly, monkish conceit sought to transfer to the 
writer the j'eJ.okw of his instructive fables by repre- 
senting his person as deformed. But a misshapen 
body and a beautiful soul are like oil and vinegar, 
which, however much they may he stirred together, 
will always remain distinct to the taste. They give 
rise to no third. Each one produces its own effect,! 
— the body distaste, the soul delight. The twol 
emotions blend into one only when the misshapen I 
body is at the same time frail and sickly, a hinder- 
ance and source of injury to the mind. The result, i 
however, is not laughter, but compassion ; and the V 
object, which before we had simply respected, now 
excites our interest. The frail, misshapen Pope 
must have been more interesting to his friends than 
the strong, handsome Wycherley. 

But although Thersites is not ridiculous on account 
1 Fhiloa. Schri£tcD dcs Henn Moses Mendelssohn, voL ii. 
p. »i 
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of his ugliness alone, he would not be ridiculoua 
without it. Many elements work together to produce 

Ithis result ; the ugliness of his person corresponding 
with that of his character, and both contrasting 
with the jde a he entertains of his own unpott ance, 
together with Jhe harmlessness . except to himself, 
of Ins malicious tongue. The last point is the « 
ffdttQtixov (the undeadly), which Aristotle' takes to 
be an indispensable element of the ridiculous. My 
friend also makes it a necessary condition that the 
contrast s h o u ld be unimportant , and not interest us 
greatly. For, suppose that Thersites had had to pay 
dearly for his spiteful detraction of Agamemnon, 
that it had cost him his life instead of a couple of 
bloody wales, then we should cease to laugh at him. 
To test the justice of this, let us read his death in 
Quintus Calaber.' Achilles regrets having slain 
Penthesilea. Her noble blood, so bravely shed, 
claims the hero's respect and compassion, feelings 
which soon grow into love. The slanderous Ther- 
sites turns this love into a crime. He inveighs 
against the sensuality which betrays even the bravest 
of men into follies : 



Achilles' wrath is kindled. Without a word he 
deals him such a blow between cheek and ear 
that teeth, blood, and life gush from the wound. 
This is too barbarous. The angry, murderous Achil- 
1 De Poetica, cap. v. * Paialipom. lib, i. 720-778. 
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les becomes more an object of hate to me than 
the tricky, snarling Thersites. The shout of delight 
raised by the Greeks at the deed oiFends me. My 
sympathies are with Diomedes, whose sword is drawn 
on the instant to take vengeance on the murderer of 
his kinsman. For Thersites as a man is of my kin 

But suppose that the attempts of Thersites had 
resulted in open mutiny ; that the rebellious people 
had actually taken to the ships, and treacherously 
aoandoned their commanders, who thereupon had 
fallen into the hands of a vindictive enemy; and 
that the judgment of the gods had decreed total 
destruction to fleet and nation : how should we then 
view the ugliness of Thersites ? Although harmless' 
ugliness may be ridiculous, hurtful ugliness is always 
horrible. 

I cannot better illustrate this than by a couple of 
admirable passages from Shakespeare. Edmund, 
bastard son of the Ear! of Gloucester in King Lear, 
is no less a villain than Richard, Duke of Glouces- 
ter, who, by the most hideous crimes, paved his way 
to the throne, which he ascended under the title of 
Richard the Third. Why does he excite in us 
far less disgust and horror? When the bastard 
says,' — 

ThoD, nature, art my goddess ; to thy law 
Hy services are bound ; whcreEorc should 1 
Stand in the plague of custom, and permit 
The curiosity of nations to deprive me, 

> King Lear, Act L scene s. 
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For thai I am some twelve or fourteen moonihinet 

L^ ol a brother I Why bastard ? wherefore base I 

When my dimensiona are as well compact. 

My mind as generous, and my shape as true 

As honest Madam's issue f why brand they thus 

With base f with baseness ? bastardy ? base, base ? 

Who, in the lusty stealth of nature, take 

More cotnposition and Ueree quality, 

Than doth, irilhia a dull, stale, tired bed. 

Go to creating a whole tribe of fops 

Got 'tween asleep and wake t 

I heu a devil speaking, but in the form of an angel 
of light 

When, on the contrary, the Earl of Gloucester 
says,' — 

But I, — that am not shaped for sportive tricks. 

Nor made lo court an amorous looMng-glass ; 

I, that am rudely stamped, and want love's majestj; 

To strut before a wanton, ambling nymph; 

I, that am curtailed of this fair proportion. 

Cheated ol feature by dissembling nature, 

Defonned, uniiuished, sent before my time 

Into this breathing world, scarce half made ajv 

And that so lamely and unfashionably. 

That dogs bark at me as I halt by them ; 

Why I, in this weak piping time of peace, 

Have no delight to pass away the time j 

Unless to spy my shadow in the sun, 

And descant on mine own deformity; 

And. therefore, since I cannot prove a lorer. 

To entertain these fair, well-spoken days, 

I am determined to prove a villain. 

I hear a devil and see a devil, in a shape which only 
i*^*,/ ■ the devil should wear. 

1 King Eichard IIL Act L scene i. 
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Such is the use which the poet makes of ugliness of 
fonn. How can the painter legitimately employ 

it? 

Painting as imitative skill can express ugliness ; 
painting as a fine art will not express it In the 
former capacity its sphere extends over all visible 
objects ; in the latter it confines itself to those 
which produce agreeable impressions. 

But do not disagreeable impressions please in thei 
imitation? Not all. An acute critic has atreadyj 
remarked this in respect of disgust' " Representa-I 



tions of fear," 



" of sadness, horror, < 
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thought actually to exist or not. No matter how 
apparent the art of the imitation, our wounded sensi- 
bilities are not relieved. Our discomfort arose not 
from the belief that Che evil was actual, but from tha 
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mere representation which is actually present The 
feeling of disgust, therefore, comes always from 
nature, never from imitation." 

The same criticism is applicable to physical ugli- 
ness. This also wounds our sight, offends our taste 
foi order and harmony, and excites aversion without 
regard to the actual existence of the object in which 
we perceive it. We wish to see neither Thersites 
himself nor his image. If his image be the less 

(displeasing, the reason is not that ugliness of shape 
ceases to be ugly in the imitation, but that we pos- 
sess the power of diverting our minds from this 
ugliness by admiration of the artist's skill. But this 
' satisfaction is constantly disturbed by the thought 
of the unworthy use to which art has been put, and 
our esteem for the artist is thereby greatly dimin- 
ished. 

Aristotle adduces another reason' for the pleasure 
we take in even the most faitiiful copy of what in 
nature is disagreeable. He attributes this pleasure 
to man's universal desire for knowledge. We are 
pleased when we can learn from a copy «' fxaaxov, 
what each and every thing is, or when we can con- 
clude from it OK ovTOi txhvos, that it is the very thing 
we already know. But this is no argument in favor 
of the imitation of ugliness. The pleasure which 
'arises from the gratification of our desire for knowl- 
edge is momentary and only incidental to the object 
with regard to which it has been satisfied, whereaa 
the discomfort which accompanies the sight of ugli- 
' De Poetica, cap. iv. 
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ness is permanent, and essential to tlie object caus- 
ing it. How, then, can one counterbalance the other ? 
Still less can tiie trifling entertainment of tracing a 
likeness overcome the unpleasant impression pro- 
duced by ugliness. The more closely I compare the 
ugly copy with the ugly original, the more I expose 
myself to this influence, so that the pleasure of 
the comparison soon disappears, leaving nothing 
behind but the painful impression of this twofold 
ugliness. 

From the examples given by Aristotle he appears 
not to indude ugliness of form among the disagree- 
able things which may give pleasure in the imita- 
tion. His examples are wild beasts and dead bodies, 
WildtoU ex,gte^ts{je[,even when they are not/ 
Ugly; ana this terror, not their ugliness, may bel 
made to produce sensations of pleasure through I 
imitation. So also of d gad bodie s. Keenness i 
Symp^'hYi the dreadful thought of ou) 
hilation, make a dead body in nature an object ( 
aversion. In the imitation the sense of illusion 
robs sympathy of its sharpness, and, by the addition 
of various palliating circumstances, that disturbing 
element may be either entirely banished or so insep- 
arably interwoven with these softening features, that 
terror is almost lost in desire. 

Since, then, ugliness of form, from its exciting 
sensations of pain of a kind incapable of being 
converted by imitation into pleasurable emotions, 
cannot in itself be a fitting subject for painting as a 
fine art, the question arises whether it may not bfl 
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employed in painting as in poetry as an ingredient 

for strengthening other sensations. 

May painting make use of deformity in the attain- 
ment of the ridiculous and horrible? 

I will not venture to answer this question abso- 
lutely in the negative. Unquestionably, harmless 
ugliness can be ridiculous in painting also, especially 
when united with an affectation of grace and dignity. 
Equally beyond question is it that hurtful ugliness 
excites terror in a picture as well as in nature, and 
that the ridiculous and the terrible, in themselves 
mixed sensations, acquire through imitation an added 
degree of fascination. 

But I must call attention to the fact that painting 
and poetry do not stand upon the same footing in 
this respect In poetry, as I have observed, ugliness 
of form loses its disagreeable effect almost entirely 
"l by the successive enumeration of its coexistent parts. 
^ As far as effect is concerned it almost ceases to be 
^ ugliness, and can thus more closely combine with 
/ other appearances to produce new and different 
"\ impressions. But in painting ugliness is before ou r 
I eyes in all its streng th ^ and affects us scarcely less 
i powerfully than in nature itself. H armless uglines s 
c ^not. therefore, long remain ridiculous . The dis- 
agreeable impression gains the mastery, and what 
Was at first amusing becomes at last repulsive. Jir,r 
is_ the case different with hurtful ugliness. The 
ele men t ot ter?5 ^ff|3'PHT ^I'j'^ppp'"'''- leaving the 
deformity unchanging and unrelieved. 
Count Caylus was therefore right in omitdng the 
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episode of Thersites from his series of Homeric 
pictures. But are we justified in wishing it out 
of Homer ? I perceive with regret that this is done 
by one critic whose taste is otherwise unerring.^ I 
postpone further discussion of the subject to a future 
occasion. 

1 Klotzii Epistolae Homericae, p. 53 et seq. 



The second distinction mentioned by the critic just 
quoted, between disgust and other disagreeable emo- 
tions, appears in tiie distaste which deformity excites 
in us. 

"Other disagreeable passions," he says,' "may 
sometimes, in nature as well as in art, produce grat- 
ification, because they never arouse pure pain. Their 
bitterness is always mixed with satisfaction. Our 

I fear is seldom devoid of hope ; terror rouses all our 
powers to escape the danger ; anger is mixed with a 
desire for vengeance ; sadness, with the pleasant 
recollection of former happiness ; and compassion 
is inseparable from the tender sentiments of love 
and good-will. The mind is at liberty to dwell 

inow on the agreeable, and now on the disagreeable 
side, and thus to obtain a mingling of pleasure and 
pain, more delightful than the purest pleasure. Very 
little study of ourselves will furnish us with abun- 
dant instances. Why else is his anger dearer to an 
angry man and his sadness to a melancholy one, 
than all the cheerful images by wliich we strive to 
I soothe him? Quite different is the case with dis- 
l gust and its Ij^qtj^ed^ ^ensajj^s . Here the mind is 
> Klotzii Epistotie h 
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conscious of no perceptible admixture of pleasure. 
A feeling of uneasiness gains the mastery, and under 
no imaginable conditions in nature or art would the 
mind fail to recoil with aversion from representa- 
tions of this nature." 

Very true ; but, since the critic acknowledges the " 
existence of other sensations nearly akin to that of 
disgust, and producing, like that, nothing but pain, 
what answers more nearly to this description than 
emotions excited by the sight of physical deformity? , 
These are not only kindred to that of disgust, but\ 
they resemble it in being destitute of all admixture^ 
of pleasure in art as well as in nature. Under no 
imaginable conditions, therefore, would the mind 
fail to recoil with aversion from such representa- 
tions. 

This aversion, if I have analyzed my feelings with 
sufficient care, is altogether of the nature of disgust. 
The sensation which accompanies the sight of phys-l 
ical deformity is disgust, though a low degree of it. I 
This, indeed, is at variance with another remark of I 
our critic, according to which only our more occult | 
senses — those of taste, smell, and touch — are capa- I 
ble of receiving impressions of disgust " The first 
two," he says, "from an excessive sweetness, and 
the latter from an extreme softness of bodies which 
offer too slight resistance to the fibres coming in 
contact with them. Such objects, then, become 
intolerable to the sight, but solely through the asso- 
ciation of ideas, because we remember how disagree- 
able they were to our sense of taste, smell, or touch. 
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For, strictly speaking, there are no objects of dit 
gust to the eyes." 1 think, however, that some 
might be mentioned. A mole on the face, a hare-lip, 
a flattened nose with prominent nostrils, are deform- 
ities which ofEend neither taste, smell, nor touch. 
Yet the sight of them excites in us something much 
more nearly resembling disgust than we feel at sight 
of other malformations, such as a club-foot or a 
hump on the back. The more susceptible the tem- 

Iperament, the more distinctly are we conscious, when 
looking at such objects, of those motions in the 
body which precede nausea. Thai these motions 
soon subside, and rarely if ever result in actual 
sickness, is to be explained by the fact that the eye 
receives in and with the objects causing them such a 
number of pleasing images that the disagreeable 
impressions are too much weakened and obscured 
to exert any marked influence on the body. The 

Imore occult senses of taste, smell, and touch, on 
the contrary, cannot receive other impressions when 
in contact with the repulsive object. The element 
of disgust operates in full force, and necessarily 
produces much more violent effects upon the body. 

The same rules hold of things loathsome as of 
things ugly, in respect of imitation. Indeed, since 
the disagreeable effect of the former is the more 
violent, they are still less suuable subjects of paint- 
ing or poetry. Only because the efEect is softened 
by verbal expression, did I venture to assert that 
the poet might employ certain loathsome traits as 
an ingredient in such mixed sensations as can with 
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good effect be strengthened by the use of ugli- 
ness. /I d-^ 
The ridiculous may be heightened by an element d^M^ 
of disgust ; representations of dignity and propriety^ i(w] 
likewise become ludicrous when brought into con- * 
trast with the disgusting. Examples of this abound 
in Aristophanes. I am reminded of the weasel that 
interrupted the worthy Socrates in Iiis astronomical 
observations.' 

MAQ. 7i(i<a>iv Be yt jTw/ijjf (uyahji' a<pQQt&ri 

MAQ. ^oimoi avToa x^^ ffeiij^s la^ odotig 

atto r^V 6ga<pi]S vinnaiQ yalxiaTtii; xatij^tatf. 
XTP. r^a&iii/ yaltat^ xatax^nani £iottgaravg. 

If what fell into the open mouth had not been 
disgusting, there would be nothing ludicrous in the 
story. 

An amusing instance of this occurs in the Hot- 
tentot story of Tquassouw and Knonmquaiha, attrib- 
uted to Lord Chesterfield, which appeared in the 
"Connoisseur," an English weekly, full of wit and 
humor. The filthiness of the Hottentots is well 
known, as also the fact of their regarding as beau- 
tiful and holy what excites our disgust and aversion. 
The pressed gristle of a nose, flaccid breasts descend- 

1 Nubes, 170-174. Disciple. Bui he was lately deprived (A 
B great idea by a weasel. Slripsiades. In what way ? lell me. 
Disciple. He was studying the courses ai the moon and her 
revolutions, and. while gazing upward open-mouthed, a weasel 
in the dark dunged upon him £roiii the tool 
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ing to the navel, the whole body anoiided with a 
varnish of goat's fat and soot, melted in by the sun, 
hair dripping with grease, arms and legs entwined 
with fresh entrails, — imagine all this the object of 
an ardent, respectful, tender love ; listen to expres- 
sions of this love in the noble language of sincerity 
and admiration, and keep from laughing if you 

The disgusting seems to admit of being still more 
closely united with the terrible. What we call the 
|( horrible is nothing more than a mUture of the 
nents of terror and disgust. Longinus' takes 
offence at the °T7jg ix ftev Qiviav ^tv^ai (wdr (mucus 
flowing from the nostrils) in Hesiod's picture of 
Sorrow ;* but not, I think, so 
loathsomeness of the trait, a 
loathsome with no element of ti 
seem inclined to find fault with the fioMQoi S owjts 
■fiiiieaaw vnTjOnr, the long nails projecting beyond the 
fingers. Long nails are not less disgusting than a 
running nose, but they are at the same time terrible^ 
It is they that tear the cheeks till the blood runs to 
the ground : 

. . . IX Sf noQemv 
oTju' dnrXei^n tpafs . . . 

The other feature is simply disgusting, and I should 
advise Sorrow to cease her crying. 



1 See Appendix, 

* HipiTijiavt, T/i^fia i 

» ScuL HercuL 266. 
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Read Sophocles' description of the desert cave oi 
his wretched Philoctetes. There are no provisions 
to be seen, no comforts beyond a trampled litter of 
dried leaves, an unshapely wooden bowl, and a 
tinder-box. These constitute the whole wealth of 
the sick, forsaken man. How does the poet com- 
plete the sad and frightful picture ? By introducing 
the element of disgust. "Ha!" Neoptol emus draws 
back of a sudden, "here are rags drying full of 
blood and matter." ' 

NE. oi>m xevt/y oiHt/aiy dv&iHonav Sifv. 

0/1. ovS" ivSof ooimtoiog iaii tta r^iy^ ; 

flfE. aztiTttii ft ifviXoLS ds hvavXiQovti xcg. 

OJ. TO 3" a}X fiitjfBi, xovdh ia&' inoaxejor; 

NE. imJto|iiA(W y exnafia qiavkovfiYmi tivos 
zexrijfua' drd{i6g, urn nv^V ofiov tdda. 

OA. xsivov to QriaavQuSfia mifiahti-i toSe. 

NE. ioi, ioi- xtu iitvid y (HJ.a &iHneTat 
gdxtj, ^ageiae lof voariXtiag akeit. 
So in Homer, Hector dragged on the ground, his 
face foul with dust, his hair matted with blood, 

Squalentem baibam el concrelos sanguine Crinea, 

(as Virgil expresses it ') is a disgusting objectj but 
all the more terrible and touching. 

Who can recall the punishment of Marsyas, in 
Ovid, without a feeling of disgust?* 

I Philact 31-39. ^ jEneid, lib. ii. 177. 

' Metamorph. vi. 387. "The skin is torn from the upper 
limbs of the shriekicg Marsyaa, till he is nought but one great 
wound : thick blood oozes on ever; side ; the bu-cd sinews an 
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Clamaati cutis est sommoi (Urepta per aitoa : 

Xec quidquam, Bisi valnu-i erat ; cnior ondique manat 

Detectique patent nenri : trepidxque sine alia 

Felle (nicant venz : salieatia viscen possti. 

El perlacentes nanierare in pectote Sbras. 

But Xbe loathsome details are here appropriate. 
They make the terrible horrible, which in fiction 
is far from displeasing to us ; since, even in nature, 
where our compassion is enlist<^, things horrible are 
not wholly devoid of charm. 

I do not wish to multiply examples, but this one 
thing I must further observe. There is one form 
of the horrible, the road to which lies almost exclu- 
sively through the disgusting, and that is the horror 
of famine. Even in ordinary life we can convey no 
idea of extreme hunger save by enumerating all the 
innutritious, unwholesome, and particularly disgust- 
ing things with which the stomach would fain appease 
its cravings. Since imitation can excite nothing of 
the feeling of actual hunger, it has recourse to 
another disagreeable sensation which, in cases of 
extreme hunger, is felt to be a lesser evil. We may 
thus infer how intense that other suffering must be 
which makes the present discomfort in comparison 
of small account 

Ovid says of the Oread whom Ceres sent to meet 
Famine,' — 

visible ; and the palpitating veins qaiver, stripped of the cov- 
ering of skin 1 you can count the protruding entrails, and the 
muscles shining in the breast- 

' Uetamorph. tib. viii. Sog. "Seeing Famine afar oft, 
•he delivers the meEsagc of the goddeat. And after a littla 
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Hanc (Famem) procul ut vidit. . . . 
. . . reiert mandata dex ; paulumquc maraCa 
Quanqitam aberat longe, quanquam moda venerat illuc. 
Visa tamen sensisse famera . . . 

This is an unnatural exaggeration. The sight of a 
hungry person, even of Hunger herself, has no such 
power of contagion. Compassion and horror and 
loathing may be aroused, but not hunger. Ovid has 
not been sparing of this element of the horrible in 
the picture of Famine ; while both he and Callima- 
chus,' in their description of Erisichthon's starva- 
tion, have laid chief emphasis upon the loathsome 
traits. After Erisichthon has devoured every thing, 
not sparing even the sacrificial cow, which his mother 
had been fattening for Vesta, CalHmachus makes him 
fall on horses and cats, and beg in the streets for 
crumbs and filthy refuse from other men's tables. 
Koj TO* ^uv Irpajsti, xkv 'Eait^ hQctps ftax^ 
Km lim dtftXoifOQoii xoi zov nolejitjiov timov, 
Kai Ta,v aiiMVQor, tav hyefu &tjQM [uxxii — 
Kiti toff' toj f)(«Tii^05 tn TQiodoiat xaSi^aro 
altl^iav UKokms le »ai ln^ola Xvftaia Sttnog. 
Ovid represents him finally as biting into his own 
flesh, that his body might thus furnish nourishment 
for itselL 

Vis tajnen ilia mail postquam coDSumserat omnem 

MaCeriam . . . 

Ipse auos artus lacero divellere tnorsu 

C<cplt - et infelix minuendo corpus alebat 

nhile, although she was yet at a distance and was but approach 
iiig. yet the mere sight produced hunger." 
' Hym, in Cererem, 1 1 i-i rC. 
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The hideous harpies were made loathsome and ob- 
scene in order that the hunger occasioned by their 
carrying off of the food might be the more horrible. 
Hear the complaints of Phineus in Apollonius : ' — 
TVT&or S" i/r apa S^ not iiijnoi Sfifu lintoait 
nm toSt fivSaXt'of n xai ov zJj^ov fwvo; 69fi.^. 
oo ni tii ovSi fUTvr9a j^^atr araxoao TttlMOaas, 
ovV ti oi dSupanog cJjjAtifinv* xtoQ tii). 
a}Xd fU niXQij Si{ta *t Saixog iausju draymti 
pifirur, xal fv'fUtorxa xoxg er ■/"■oz^ &ia&at. 
1 would gladly excuse in this way, il I could, Vir- 
gil's disgusting introduction of the harpies. They, 
however, instead of occasioning an actual present 
hunger, only prophesy an inward craving ; and this 
prophecy, moreover, is resolved finally into a mere 
play upon words, 

Dante not only prepares us for the starvation of 
Ugolino by a most loathsome, horrible description 
of him together with his former persecutor in hell, 
but the slow starvation itself b not free from dis- 
gusting features, as where the sons ofEer themselves 
as food for the father. I give in a note a passage 
from a play by Beaumont and Fletcher, which might 
have served me in the stead of all other examples, 
were it not somewhat too highly drawn,' 

' Argo'iaut. !ib. JL 223-233. " Scarcely have they left iis any 
[ood thai smells not mouldy, and the slencli is unendurable. 
No one for a time could bear the foul food, though his stom- 
ach were beaten of adamant. Bui bitter necessity compels 
me lo bethink me of the meal, and, so rememberiag, f ut il 
inlii my wretched belly " 

' See Appendix, note ji. 
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come now to objects of disgust in painting. 
Even could we prove that there are no objects 
directly disgusting to the eye, which painting as a, 
fine art would naturally avoid, it would still be 
obliged to refrain from loathsome objects in general, 
because they become through the association of ideas 
disgusting also to the sense of sight. Pordenone, in 
a picture of the entombment, makes one of the by- 
standers hold his nose. Richardson' objects to this 
on the ground that Christ had not been long enough 
dead for corruption to set in. In the raising of 
Lazarus, however, he would allow the painter to 
represent some of the lookers-on in that attitude, 
because the narrative expressly states that the body 
was already offensive. But I consider the repre- 
sentation in both cases as insufFerahie, for not only 
the actual smell, but the very idea o£ it is nauseous. 
We shun bad-smelling places even when we have a 
cold in the head. But painting does not employ i 
loathsomeness for its own sake, but, like poetry, to I 
give emphasis to the ludicrous and the terrible. At I 
its peril ! What I have already said of ugliness in [ 
this connection applies with greater force to loath- 
someness. This also loses much less of its effect 
in a visible representation than in a description 
addressed to the ear, and can therefore unite less 
closely with the elements of the ludicrous and ter- 
rible in painting than in poetry. As soon 
surprise passes and the first curious glance 
isfied, the elements separate and loathsomeness 
appears in all its crudity. 

Richardson de la TeinCure, vol. t p. 74. 
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Wiwkelmaxn's "History of Andent Art" has ap- 
peared, and I cannot venture a step further until I 
have read it Criticism based solely upon general 
principles may lead to conceits which sooner or 
later we find to our shame refuted in works on 



The ancients well understood the connection be- 
tween painting and poetry, and are sure not to have 
drawn the two arts more closely together than the 
good of both would warrant What their artists 
have done will teach me what artists in general 
should do ; and where such a man precedes with the 
torch of history, speculation may boldly follow. 

We are apt to turn over the leaves of an impor- 
tant work before seriously setting ourselves to read 
it. My chief curiosity was to know the author's 
opinion of the Laocoon ; not of its merit as a work 
of art, for that he had already given, but merely of 
its antiquity. Would he agree with those who think 

I that Virgil had the group before him, or with those 
who suppose the sculptors to have followed the 
poet? 
J X am pleased to find that he says nothing of 
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imitation on either side. What need is there, indeed, ]j 
of supposing imitation ? 

Veiy possibly the resemblances which I have been 
considering between the poetic picture and the mar- 
ble group were not intentional but accidental, and, 
so far from one having served as a model for the 
other, the two may not even have had a common 
model. Had he, however, been misled by an appear- "j 
ance of imitation, he must have declared in favor of S 
those who make Virgil the imitator. For he sup- / 
poses the Laocoon to date from the period when ] 
Greek art was in its perfection : to be, therefore, of | 
the time of Alexander the Great ' 

" Kind fortune," he says,' " watching over the 
arts even in their extinction, has preserved for the 
admiration of the world a work of this period of 
art, which proves the truth of what history tells 
concerning the glory of the many lost masterpieces. 
The Laocoon with his two sons, the work of Agesan- 
der, Apollodorus,' and Athenodorus, of Rhodes, 
dates in all probability from this period, although 
we cannot determine the exact time, nor give, as 
some have done, the Olympiad in which these artists 
flourished," 

In a note he adds ; " Pliny says not a word with 

1 Geschichtc der KanBt, p. 347. 

* Not Apollodorus, but Polydonis. Pliny ia the only one 
who niention3 these artists, and I nm not aware that llie manu- 
GCtijits differ in the writing of the name. Had such been the 
case, Ilaidouin would certainly have noticed it. All the older 
editions also read Polydorus, Winkeltaann must therefore 
Cave merely made a slight erroi in transcribing 
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regard to the time when Agesander and his assist- 
ants lived. But MaJTei, in his explanation of the 
ancient statues, professes to know that these artists 
flourished in the eighty-eighth Olympiad ; and others, 
like Richardson, have maintained the same on his 
authority. He must, I think, have mistaken an 
Athenodorus, a pupil of Polycletus, for one of our 
artists. Polycletus flourished in the eighty- seventh 
Olympiad, and his supposed pupil was therefore 
referred to the Olympiad following. Maffei can 
have no other grounds for his opinion." 

Certainly he can have no other. But why does 
Winkelmann content himself with the mere mention 
of this supposed argument of Maffeii' Does it 
refute itself? Not altogether. For although not 
otherwise supported, it yet carries with it a certain 
degree of probability unless we can prove that Athen- 
odorus, the pupil of Polycletus, and Athenodorus, 
the assistant of Agesander and Polydorus, could 
not possibly have been one and the same per- 
son. Happily this is proved by the fact that the 
two were natives of different countries. We have 
the express testimony of Pausanias ^ that the first 
Athenodorus was from Ciitor in Arcadia, while the 
second, on the authority of Pliny, was born at 
Rhodes. 

Winkelmann can have had no object in refraining 
from a direct refutation of Maffei by the statement 
of this circumstance. Probably the arguments which 
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his undoubted critical knowledge derived from the 
skill of the workmanship seemed to him of such 
great weight, that he deemed any slight probability 
which Maffei's opinion might have on its side a 
matter of no importance. He doubtless recog- 
nized in the Laocoon too many of those argutia^ 
(traits of animation) peculiar to Lysippus, to sup- 
pose it to be of earlier date than that master who 
was the first to enrich art with this semblance of 

me. 

But, granting the fact to be proved that the Laoc- i 
oon cannot be older than Lysippus, have we thereby | 
proved that it must be contemporaneous with him or 
aearly so? May it not be a work of much later 
date? Passing in review those periods previous 
[o the rise of the Roman monarchy, when art in 
Greece alternately rose and sank, why, I ask, might 
not Laocoon have been the happy fruit of that 
emulation which the extravagant luxury of the 
first emperors must have kindled among artists? 
Why might not Agesander and his assistants have 
oeen the contemporaries of Strongylion, Arcesilaus, 
J'asiteles, Posidonius, or Diogenes ? Were not some 
of the works of those masters counted among the 
(greatest treasures ever produced by art? And 
■f undoubted works from the hand of these men 
were still in existence, but the time in which they 
lived was unknown and left to be determined by the 
style of their art, would not some inspiration from 
iieaven be needed to prevent the critic from refer- 
' Fliniut, lib. 
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ring them to that period which to WinkeUnann 
seemed the only one worthy of producing the 
Laocoon ? 

Pliny, it is true, does not expressly mention the 
time when the sculptors of the Laocoon Hved. But 
were I to conclude from a study of the whole pas- 
sage whether he would have them reckoned among 
the old or the new artists, I confess the probability 
seems to me in favor of the latter inference. Let 
the reader judge. 

After speaking at some length of the oldest and 
greatest masters of sculpture, — Phidias, Praxiteles, 
and Scopas, — and then giving, without chronological 
order, the names of the rest, especially of those who 
were represented in Rome by any of their works 
Pliny proceeds as follows:' — 

1 Ub. zxxvL sect. 4. " Nor are there many of great reputo 
the number of artiRts engaged on celebrated works prevent- 
ing the distinction of individuals ; since no one could have 
all the credit, nor could the names of many be rehearsed at 
once ; as in the Laocoon, which is in the palace of the emperor 
Titus, a work surpassing all the results of painting or stataary. 
From one stone he and his sons and the wondrous coils of tho 
serpents were sculptured by consummate artists, working in con- 
cert : Agesander, Polydorus, and Athenodorus, all of Rhodes. 
In like manner Cratertis with Fythodoms, Polydectea with 
HennolauH, another Fythodoms with Artemon, and Aphro- 
disius of Tratles by himself, tilled the palaces of the Csesars 
on the Palatine with adniirable statuary. Diogenes, the Athe- 
nian, decorated the Pantheon of Agrippa, and the Caryatides on 
the columns of that temple rank among the choicest works, na 
do also the statues on the pediment, though these, from tho 
height of their position, are less celebrated." 
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Nee multo plurium fama est, quorundam clariCati in c peribus 
eximiis obstante numero artificum, quoniam nee unua occupat 
gtoriam, nee plures pariter nuncupari possunt, sicat in Laoco- 
onle, qui est in Titi Imperatoris domo, opus omnibus et 
picturx et statuaris: arlis pricpanendum. Ex uno lapide eum 
el liberos draconumque miraliilea ncitus de consilii sententia 
fecere summi arlifices, AgEsander et Polydorus et Athenodo- 
lus Rhodii. Similiter Palatinas domua Ca^amtn leplevere 
probalissimis signis Cralerua cum Pythodoro, Folydectes cum 
Hermolio, Pythodorus alius cnm Artemone, et singularis Aph- 
rodiaiua Trallianus. Agrippse Pantheum decoravit Diogenes 
Alheniensia ; et Caryatides in columnis templi ejus probantur 
inter pauca operum ; sieut in fastigio posita signa, sed propter 
altitudinein loci niinus cclebrata. 

Of all the artists mentioned in this passage, Diog- 
enes of Athens Js the one whose date is fixed with 
the greatest precision. He adorned the Pantheon 
of Agrippa, and therefore lived under Augustus. 
But a close examination of Pliny's words will, I 
think, determine with equal certainty the date oi 
Craterus and Pythodorus, Polydectes and Hermo- 
laus, the second Pythodorus and Artemon, as also 
of Aphrodisius of Ttalles. He says of them : " Pal- 
atinas domus Ctesarum replevere probatissimls sig- 
nis." Can this mean only that the palaces were 
filled with admirable works by these artists, which 
the emperors had collected from various places and 
brought to their dwellings in Rome? Surely iwt. 
The sculptors must have executed their works ex- 
pressly for the imperial palaces, and must, therefore, 
have lived at the time of these emperors. That 
they were artists of comparatively late date, who 
worked only in Italy, is plain from our finding no 
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mention of them elsewhere. Had they worked m 
Greece at an earlier day, Pausanias would have 
seen some work of theirs and recorded it. He men- 
tions, indeed, a Pythodorus,* but Hardouin is wrong 
in supposing him to be the same referred to by 
Pliny. For Pausanias calls the statue of Juno at 
Coronaea, in Boeotia, the work of the former, oyaXfAa 
aQxaiov (an ancient idol), a term which he applies 
only to the works of those artists who lived in the 
first rude days of art, long before Phidias and Prax- 
iteles. With such works the emperors would cer- 
tainly not have adorned their palaces. Of still less 
value is another suggestion of Hardouin, that Arte- 
mon may be the painter of the same name elsewhere 
mentioned by Pliny. Identity of name is a slight 
argument, and by no means authorizes us to do 
violence to the natural interpretation of an uncor- 
rupted passage. 

If it be proved beyond a doubt that Craterus and 
Pythodorus, Polydectes and Hermolaus, with the 
rest, lived at the time of the emperors whose palaces 
they adorned with their admirable works, then I 
think we can assign no other date to those artists, 
the sculptors of the Laocoon, whose names Plhiy 
connects with these by the word similiter. For if 
Agesander, Polydorus, and Athenodorus were really 
such old masters as Winkelmann supposes, it would 
be the height of impropriety for an author, who 
makes great account of precision of expressioiii to 

I Boeotic. cap. xzxiv. p. 778 (edit Kuhn). 
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leap from them to the most modern artists, merely 
with the words " in like manner." 

But it may be urged that ^hi-; similiter has 00 
reference to a common date, but to some other 
circumstance common to all these masters, who yet 
in age were widely diiFerent. Pliny, it may be said, 
is speaking of artists who had worked in partnership, 
and on this account had not obtained the fame they 
merited. The names of all had been left in neglect, 
because no one artist could appropriate the honor of 
the common work, and to mention the names of all 
the participators would require too much time (quo- 
niam nee onus occupat gloriam, nee plures pariter 
nuncupari possunt). This had been the fate of the 
sculptors of the Laocoon, as well as of the many 
Other masters whom the emperors had employed in 
the decoration of their palaces. 

But, granting ail this, the probabilities are still in 
favor of the supposition that Pliny meant to refer 
only to the later artists whose labors bad been in 
common. If he had meant to include older ones, 
why confine himself to the sculptors of the Laocoon ? 

Why not mention others, as Onatas and Calliteles, 
Timocles and Timarchides, or the sons of this Timar- 
chides, who together had made a statue of Jupiter at 
Rome ? ' Winkelmann himself says that a long list 
might be made of older works which had more than 
one father.^ And would Pliny have thought hut of 

I single example of Agesander, Polydo-us, and 
1 PUnias, lib. xxxvL sect. 4, p. 730. 
* G«schicbte der Kunst, pari u. p. 331. 
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Athenodorus, if he had not meant to confine himself 
strictly to the more modern masters? 

If ever a conjecture gained in probability from the 
number and magnitude of the difficulties solved by it, 
this one, that the sculptors of the Laocoon flourished 
under the first emperors, has that advantage in a high 
degree. For had they lived and worked in Greece at 
fthe time which Winkelmann assigns to them, had the 
ftLaocoon itself existed earlier in Greece, then the 
lutter silence of the Greeks with regard to such a 
[work, " surpassing all the results of painting or statu- 
'uaiy" (opere omnibus et picture et statuaria; artis 
prteponendo), is most surprising. It is hard to believe 
that such great masters should have created nothing 
else, or that the rest of their works should have been, 
equally with the Laocoon, unknown to Pausanias. 
In Rome, on the contrary, the greatest masterpiece 
might have remained long concealed. If the Lao- 
coon had been finished as early as the time of Augus- 
tus, there would be nothing surprising in Pliny's being 
the first, and, indeed, the last, to mention iL For 
remember what he tells ' of a Venus by Scopas, 
which stood in the temple of Mars at Rome : 

. . . "quemcunque alium locumnobilitatura. Roniic quidetn 
magnitudo operum earn obliterat, ac magni officjorum negotio- 
rumquG acervi omnesa contemplatiunetalium abducu it ; quo- 
oiani otiosorum et in magno loci silentio apta. admi ratio taliit CBt," 

' Plinius,xKxvLscct, 4. , . . "which wouldmakelhcglory 
of any other place. But at Rome the greatness of other work* 
overshadows it, and the great preaa of business nnd engage- 
ments turns the crowd from the contemplation of such things ; 
for the admiration of works of art belongs to those who bavO 
leisure and great quiet." 
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Those who would fain see in the group an imita- 
tion of Virgil's Laocoon will readily catch at what I 
have been saying, nor will they be displeased at 
another conjecture which just occurs to me. Why 
should not Asinius Pollio, they may think, have been 
the patron who had Virgil's Laocoon put into marble 
by Greek artists ? Pollio was a particular friend of 
the poet, survived him, and appears to have written 
an original work on the -Sneid. For whence but 
from such a work could the various comments have 
been drawn which Servins quotes from that author?' 
Pollio was, moreover, a lover of art and a connois- 
seur, possessed a valuable collection of the best 
of the old masterpieces, ordered new works from 
the artists of his day, and showed in his choice a 
taste quite likely to be pleased by so dating a piece 
as the Laocoon,' " ut fuit acris vehementiffi, sic quo- 
que spectari monumenta sua voluit." 

Since, however, the cabinet of Pollio in Pliny's day, 
when the Laocoon was standing in the palace of 
Titus, seems to have existed entire in a separate 
building, this supposition again loses something of 
its probability. Why might not Titus himself have 
done what we are trying to ascribe to Polhof 

1 See Appendix, note 53. ^ Fliniua, xxzvL sect 4. 
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A LITTLE item first brought to my notice by Win- 
kelmann himself confirms me in my opinion that the 
sculptors of the Laocoon lived at the time of the 
emperors, o r at least could not ila'p f*"!?!!! !if? f^ly a 
penod as ^° -irllTT'' '''"IT It is this : ' "In Nettuno, 
the ancient Antium, Cardinal Alexander Albani dis- 
covered in 1717 in a deep vault, which lay buried 
under the sea, a vase of the ^ayish black marble 
now called bigio, wherein the Laocoon was inlaid. 
/ Upon this vase is the following inscription: — 

"Athanadonis of Rhodes, son of Agesander, made 
' it." We leam from this inscription that father and 
son worked on the Laocoon ; and probably Apollodo- 
rus (Polydonis) was also a son of Agesander, for this 
Athanodonis can be no other than the one mentioned 
by Pliny, The inscription also proves that more 
than three works of art have been found — the num- 
ber stated by Pliny — on which the artists have set 
the word "made," in definite past time, inoi-qat, fecit. 
I Geschichtc der Kunst, pari ii. p. 347. 
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Other arjsts, he says, from modesty, made use of 
indefinite time, " was making," tnoiti, /aciebat. 

Few will contradict Winkelmann in iiis conclusion I 
that the Athanodonis of this inscription can be no [ 
other than the Adienodonis whom Pliny mentions as 1 
among the sculptors of the Laocoon. Athanodorua | 
and Athenodonis are entirely synonymous ; for the 
Rhodians used the Doric dialect. But the other con- 
clusions which he draws from the inscriptioa require 
further comment. 

The first, that Athenodoms was a son of Agesan- 
der, may pass. It is highly probable, though by no 
means certain. Some of the old artists, we know, 
called themselves after their teachers instead of tak- 
ing their fathers' names. What Pliny says of the 
brothers Apollonius and Tauriscus cannot well be 
explained in any other way.' 

Bui shall we say that this inscription contradicts 
the statement of Pliny thai there were only three 
works of art to which their masters had set their 
names in definite past time (tTtoiijut instead of tjzoin) ,' 
This inscription ! What need of this to teach us 
what we might have learned long ago from a multi- 
tude of others ? On the statue of Germanicus was 
there not the inscription Kleofiiy^g — inoirjOi, Cleom- 
enes made.^ on the so-called Apotheosis of Homer, 
j^KijtlaOi' tnoitjae, Archelaus made ? on the well-known 
vase at Gaeta, .2'ailn'tW taoaiae, Salpion made? nor 
are other instances wanting.^ 

' Lib. xxKvi. sect. 4. * See Appendii, note 54. 
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Winkelmann may answer: "No one knows that 
better than I. So much the worse for Pliny. His 
statement has been so much the oftener contradicted, 
and is so much the more surely refuted." 

fiy no means. How if Winkelmann has made 
Pliny say more than he meant to say ? How if these 
examples contradict, not Pliny's statement, but only 
something which Winkelmann supposes him to have 
stated? And this is actually the case. I must 
quote the whole passage. Pliny, in the dedication 
of his work to Titus, speaks with the modesty of a 
man who knows better than any one ^se how far 
what he has accomplished falls short of perfection. 
He finds a noteworthy example of such modesty 
among the Greeks, on the ambitious and boastful 
titles of whose books (inscriptiones, propter quas 
vadimonium deseri possit) he dwells at some length, 
and then says : ' 

I Prefatio Edit. Sillig. " Lcat I should seem to find too 
much fault with the Grecka, I would be classed with Chose 
founders of the art of paiating and sculpture, recorded in 
these little volumes, whose works, although complete Bnd 
such aa cannot be sufficiently admired, yet bear a suspended 
title, as Apelles or Polycletus 'was making' ; as if the work 
were always only begun and still incompiele, so tbat the 
artist might appeal from criticism as if himself desirous of 
improving, had he not Ireen interrupted. Whetefoie from 
modesty they inscribed every work as if it had been their last, 
and in hand at their death. I think there arc but three with 
the inscription, ' He made it,' and these I shall speak of in 
their place. From this it appeared that the artists felt fully 
■adsfied with their work, and these excited the envy of all." 
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Et ae in totum videar Grcccos insectari, ex illis nos vclim 
lotelligi pingendi fingendique conditoribus, quoi in libellia his 
invenies, abaoluta opera, et ilia quoque qua: mirando nan 
satiamur, pendenti tituloinscripsisse : ut APELLES FACIE- 
BAT, aut POLYCLETUS i tanquam inchoata semper arte 
et imperfecta; ut contra judicionim vatletates superesseC 
artifid regresaua ad veniam, velut emendaturo quidquid desi- 
deraretur, si non esset interceptas. Quare plenum verecundise 
illud est, quod omnia opera tanquam novissima inscripsere, ec 
tanquam singulis fato adempti. Tria non amplius, ul opinor, 
alisolute traduntur inscripta, ILLE FECIT, quie sula locjs 
reddam : quo apparuit, summam artis aecuritalem auctori 
placuisse, cC ob id magna invidla fuere omnia ea. 

I desire to call particular attention to the words 
of Pliny, "pingendi fingendique condi tori bus " (the 
creators of the imitative arts). Pliny does not say 
that it was the habit of all artists of every date to 
af&x their naraes to their works in indefinite past 
time. He says explicitly that only the first of the 
old masters — those creators of the imitative arts, 
Apelles, Polycletos, and their contemporaries — pos- 
sessed this wise modesty, and, by his mention of 
these alone, he gives plainly to be understood, though 
he does not actually say it in words, that their succes- 
sors, particularly those of a late date, expressed 
themselves with greater assurance. 

With this interpretation, which is the only true 
one, we may fully accept the inscription from the 
hand of one of the three sculptors of the Laocoon 
without impugning the truth of what Piiny says, 
that but three works existed whereon their creators 
had cut the inscription in the finished past time; 
only three, that is, among all the older works, of the 
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time of Apelles, Polycletus, Nicias, and Lysippu^ 
But then we cannot accept the conclusion that Athen- 
odonis and his assistants were contemporaries of 
Apelles and Lysippus, as Winkelmann would make 
them. We should reason thus. If it be true that 
among the works of the old masters, Apelles, Poly- 
cletus, and others of that class, there were but three 
whose inscriptions stood in definite past time, and if 
it be further true that Pliny has mentioned these 
three by name,' then Athenodorus, who had made 
neither of these three works, and who nevertheless 
employs the definite past time in his inscriptions, 
cannot belong among those old masters ; he cannot 
be a contemporary of Apelles and Lysippus, but 
must have a later date assigned him. 

In short, we may, I think, take it as a safe criterion 
that all artists who employed the htoiijot, the definite 
past tense, flourished long after the time of Alexander 
the Great, either under the empire or shortly before. 
Of Cleomenes tliis is unquestionably true; highly 
probable of Archelaus j and of Salpion the con- 
trary, at least, cannot be proved. So also of thfl 
rest, not excepting Athenodorus. 

Let Winkelmann himself decide. But I protest 
beforehand against the converse of the proposition. 
If all who employed the htoi^at belong among the 
later artists, not all who Ijave used the inmei are to 
be reckoned among the earliest Some of the more 
recent artists also may have really possessed this 
becoming modesty, and by others it may have been 
assumed. 
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Nbxt to his judgment of the Laocoon, I was curious 

to know what Winkelmann would say of the so-called 
Borghese Gladiator. I think I have made a discov- 
ery with regard to this statue, and I rejoice in it with 
ail a discoverer's delight 

I feared lest Winkelmann should have anticipated 
me, but there is nothing of the kind in his work. If 
ought could make me doubt the correctness of my 
conjecture, it would be the fact that my alarm was 
uncalled for, 

" Some critics," says Wjnkelmannj' " take tliis statue 
for that of a discobolus, that is, of a person throwing 
a disc or plate of metal. This opinion was expressed 
by the famous Herr von Stosch in a paper addressed 
to me. But he cannot have sufficiently studied the 
position which such a figure would assume. A per- 
son in tlie act of throwing must incline his body 
backward, with the weight upon the right thigh, 
while the left leg is idle. Here the contrary is the 
case. The whole figure is thrown forward, and rests 
on the left thigh while tlie right leg is stretched back- 
ward to its full extent The right arm is new, and a 
piece of a lance has been placed in the hand. On 
' GeachichCe der Kunst, piut i. p. 394, 
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Cdaber, lib. xiL), when tie made even mothers forget their 
children at the appearance of the terrible serpents, so intent 
was everj one on securing his own safety. 

. . , iviSo yvvdiiut 

Oifia^'i', loi '"oi ti( luv ine^aaro tcKvuv 

kiiT^ d^cvo^ift^ aniycf^ fiiipov . . . 

The usual method of trying to conceal an imitation is to 
alter the shading, bringing fomard nhat was in shadow, and 
obscuring what was in relief. Virgil lays great stress upon 
the size of the serpents, because the probability of the whole 
subsequent scene depends upon IL The noise occasioned by 
their coming is a secondary idea, intended to make more vivid 
the impression of Ibeir size. Fetronius raises thia secondBr7 
idea into chief prominence, describing the noise with all possi- 
ble wealth of diction, and so far forgetting to describe the size 
of the monsters that we arc almost left to infer it fromlbe noise 
Ihey make. He hardly would have fallen into thia error, had 
he been drawing solely from his imagination, with no model 
before him which he wished to imitate without the appearance 
of imitatioiu We can always recognize a poetic picture as an 
unsuccessful imitation when we find minor details exaggerated 
and important ones neglected, however many incidental beau- 
ties the poem may possess, and however difficult, or even 
impossible, it may be to discover the original. 

Note lo, p. 3G. 
Sin'PL, aux Antiq. Enpl. T. i p. 243. II y a queique petite 
difference emre ce que dit Virgile, et ce que le marbre repri- 
sente. II semble, selon ce que dil le poele, que les serpens quit- 
tirent lea deux enfans pour venir entortiller le pire, au lieu 
que dans ce marbre ils lient en mSme temps les enfans et leur 
pire. 

NOTB II, p. 37. 

DONATns ad v. 227, lib. iL j^neid. Mirandum non est, clypea 
et sitDulocii vestigiis tegi potuisse, qaoi supra et longos et 
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"Hie quoque in sumtnia habitus est ducihus ; resque raullaa 
memoria dignas geasit Sed ex his elucet maxime inventum 
ejus in prcelio, quod apud Thebaa fedt, quum Bteotiia subsidio 
veniaset, Nanique in eo victotiie fidente summo duce Age- 
silao, fugatis jam ah ea conductidis catenis, lehquam phalan- 
gem loCQ vEtuit cedere, dbnixoque genu acuto, projectaque 
hasta impetum excipere hostium dccuit. Id novum Agesilaua 
contuens, prcgredi non eat ausus suosque jam incurrentes tuba 
revocavit. Hoc usque eo tota Grazda fama celcbratum est, 
ut illo statu Chabrias sibi statuam Geri volueriC, qu^ publice ei 
ab Atbeniensibus in foro constituta est. Ex quo factum est, 
ut postea athJetse, ceterique aniSces his sCatibus in statuia 
poneudis utereotur in quibua victoriam esaent adeptL" 

The reader will hesitate a moment, I know, before 
yielding his assent ; but, I hope, only for a moment 
The attitude of Chabrias appears to be not exactly that 
of the Borghese statue. The thrusting forward of the 
lance, " projecta hasta," is common to both ; but com- 
mentators explain the "obnixo genu scuto" to be 
" obnixo genu in scutum," " obfirmato genu ad scu- 
tum." Chabrias is supposed to have showed his men 
how to brace the knee against the shield and await the 
enemy behind this bulwark, whereas the statue holds 
the shield aloft But what if the commentators are 
wrong, and instead of "obnixo genu scuto" belong- 

sight of (his new spectacle, Agcsilans feared to advance, (tnd 
ordered the tnimpet to recall hia men who were already 
advancing. This became famouB through all Greece, and 
Chabrias wished that a statue should be erected to him in this 
position, which was set up at the public cost iu the forum at 
Athens, Whence it happened that afterwards athletes and 
other artists [or persons versed in some art] had statuea 
erected to them in the same position in which they h,id 
obtained victory." 



ing together, " obnixo genu " were meant to be read 
by itself and "scuto" alone, or in connection with 
the "projectaque hasta," which follows? The inser- 
tion of a single comma makes the correspondence 
perfect. The statue is a soldier, " qui obnixo genu,* 
scuto projectaque hasta impetum hostis excipit," who, 
with firmly set knee, and sliield and lance advanced, 
awaits the approach of the enemy. It shows what 
Chabrias did, and is the statue of Chabrias. That a 
comma belongs here is proved by the " que " affixed 
to the " projecta," which would be superfluous if 
"obnixo genu scuto" belonged together, and has, 
therefore, been actually omitted in some editions. 

The great antiquity which this interpretation as- 
signs to the statue is confirmed by the shape of the 
letters in the inscription. These led Winkelmann 
himself to the conclusion that this was the oldest of 
the statues at present existing in Rome on which the 
master had written his name. I leave it to his critical 
eye to detect, if possible, in the style of the work- 
manship any thing which conflicts with my opinion. 
Should he bestow his approval, I may flatter myseU 
on having furnished a better example than is to be 
found in Spence's whole folio of the happy manner 
in which the classic authors can be explained by the 
old masterpieces, and in turn throw light upon them. 

1 See Appendix, note j6. 
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SViNKELMANX has brought to his work, together wiiS 
immense reading and an extensive and subtle knowl- 
edge of art, that noble confidence of the old masters 
which led them to devote all their attention to the 
main object, treating all secondary matters with what 
seems like studied neglect, or abandoning them alto- 
gether to any chance hand. 

A man may take no little credit to himself for 
having committed only such errors as anybody might 
have avoided. They force themselves upon our 
notice at the first hasty reading ; and my only excuse 
for commenting on them is that I would remind a 
certain class of persons, who seem to think no one 
has eyes but themselves, that they are trifles not 
worthy of comment 

In his writings on the imitation of the Greek works 
of art, Winkelmann had before allowed himself to 
be misled by Junius, who is, indeed, a veiy decep- 
tive author. His whole work is a cento, and since 
his rule is to quote the ancients in their very words, 
he not infrequently applies to painting passages 
which in their original connection had no bearing 
whatever on the subject When, for instance, Win- 
kelmann would tell us that the highest effect in art, as 
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in poetry, cannot be attained by the mere imitation ol 
nature, and that poet as well as painter should choose 
an impossibility which carries probability with it 
rather than what is simply possible, he adds ; " This 
is perfectly consistent with Longinus' requirement 
of possibility and truth from the painter in opposition 
to the incredibility which he requires from the poet." 
Yet the addition was unfortunate, for it shows a 
seeming contradiction between the two great art 
critics which really does not exist. Longinus never 
said what is here attributed to him. Something sim- 
ilar he does say with regard to eloquence and poetiy, 
but by no means of poetry and painting, 'fif S' 
hcQor XI ij QijtOQiitlj tfanaaia ^ovlxtax, »iu hi^ ^ 
TtOQa noojtaig, ouh at hi&oi ae, ovS" on x^s ftiv iv ftot^aa 
jelog iatlv hmhi^, r^$ S i* iMyoig ivafjytia, he writes 
to his friend Terentian ; ' and again, 'Ov ftq>> aiia Td 
fiev naga Toig noa^tui fiv9tXDttti)Mi fjjBi t^ vntQsianoMSii', 
»c«i reasrg to moror vntQaigovaur r^s Si ^ijropo<»}s (pav- 
taaiof, xdlhinor dii eftTteaxTov xcd ifaXj/Oig." 

But Junius interpolates here painting instead of 
oratory, and it was in his writings, not in those of 
Longinus, that Winkelmann read ; " Pnesertim cum 
poeticae phantasiae finis sit «(ni)rl«, pictoriE vero, ivdg- 
yiut, xoi la /jh" napa xolg noi^atg, ut loquitur idem 

1 Hepl -CTlmi(, Ti4iia, iS (edit. T. Fabri), p. 36, 39. "But So 
it is that ihEtotical figures aim at one, thing, poetical figures at 
quite another; since in poetry emphasis is the main object, in 
rhetoric distinctness." 

' "So with the poets, legends and exaggeration obtain and 
in all transcend belief; but in chetorical figures tb( best it 
always the practicable and the true.-' 
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Longlnus," &c,' The words of Longinus, to be 
sure, but not his meaning. 

The same must have been the case with the follow- 
ing remark ; ' " All motions and attitudes of Greek 
figures which were too wild and fiery to be in accord- 
ance with the character of wisdom, were accounted 
as faults by the old masters and classed by them 
under the general name of parenthyrsus." The old 
masters? There can be no authority for that except 
Junius, Parettthyrsus was a word used in rhetoric, 
and, as a passage in Longinus would seem to show, 
even there peculiar to Theodoms.' Tovrtp naQU- 
Mtrcai igitoy « xaxiag elSoi; iv zois Tta&T^acou;, oneg 6 
0e68iii()oe na^^vOvgaov ixdXti' lari Be ftd&o^ axatfjov xai 
»%yov, fv&a (Oj Bel ittt&otjf • ^ afietgov, er&a fingiov Btt. 

1 doubt, indeed, whether this word can be trans- 
lated into the language of painting. For in oratory 
and poetry pathos caiube carried to extreme without 
becoming parenthyrsus, which is only the extreme of 
pathos in the wrong place. But in painting the 
extreme of pathos would always be parenthyrsus, 
whatever its excuse in the circumstances of the per- 
sons concerned. 

So, also, various errors in the "History of Art" 
have arisen solely from Winkelmann's haste in accept- 

l De Piclara Vet. lib. L cap. 4, p. 33. 
' Von der Nachihmung det griech. Werke, &c., iy 
* "ijo)^ S. "Nejct to ttiis is a third form of faullioe^s in 
pathos, which Theodorus calls /imwAfriui ; it is a pathos 
unseasonable and empty, where pathos is not necessary j 01 
immode»le, where it should be moderate." 
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ing Junius instead of consulting the original authors. 
When, for instance, he is citing examples to show 
that excellence in all departments o£ art and labor 
was so highly prized by the Greeks, that the best 
workman, even on an insignificant thing, might 
immortalize his name, he brings forward this among 
others:^ "We know the name of a maker of very 
exact balances or scales ; he was called Parthenius." 
Winkelmann must have read the words of Juvenal, 
" lances Parthenio factas," which he here appeals 
to, only in Junius's catalogue. Had he looked up 
the original passage in Juvenal, he would not have 
been misled by the double meaning of the word 
" lanx," but would at once have seen from the con- 
nection that the poet was not speaking of balances 
or scales, but of plates and dishes. Juvenal is 
praising Catullus for throwing overboard his treas- 
ures during a violent storm at sea, in order to save 
the ship and himself. In his description of these 
treasures, be says : — 

nie nee argentum dubitaba.t mitterc, lances 
Parthenio factas, um^ cratera capacem 
Et dignum Eitiente Pholo, vel conjuge Fusd. 
Adde et bascaudas et mille escaria, multum 
C>e1ati, biberet quo callidus emtor OlynthL 

What can the " lances " be which are here stand- 
ing among drinking-cups and bowls, but plates and 
dishes f And what does Juvenal mean, except that 
Catullus threw overboard bis whole silver table-ser- 
vice, including plates made by Parthenius. " Par- 
• Geschichte der Kunsl, part L p. 13O. 
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thenius," says the old scholiast, " ccelatoris nomen " 
(the name of the engraver). But when Grangaus, in 
his annotations, appends to this name, " sculptor, de 
quo Pliniua " (sculptor spoken of by Pliny), he must 
have been writing at random, for Pliny speaks of no 
artist of that name. 

" Yes," continues Winkelmann, " even the name 
of the saddler, as we should call him, has been pre- 
served, who made the leather shield of Ajax." This 
he cannot have derived from the source to which he 
refers his readers, — the life of Homer, by Herod- 
otus. Here, indeed, the lines from the Iliad are 
quoted wherein the poet applies to this worker in 
leather the name Tychius. But it is at the same 
time expressly stated that this was the name of a 
worker in leather of Homer's acquaintance, whose 
name he thus introduced in token of his friendship 
and gratitude.' 

' tV Tqj A'f'qj Tttjw, itQoaii.Qovza, agog z6 flMfieio*, e* xois 

faeffi KKza^tv^ag iv x^ 'Ihddi lotg 8t : 



^ittg S" iyyv&tv ^i-ffe, tftiitov adxos ^iiM wwgjw, 
I a*vrot6fi03V o^ a^urtog, "TJ.]; Ivi oixia rduar'* 



I tim e, 

I 



Here we have exactly the opposite of what Wink- 
elmann asserts. So utterly forgotten, even in Homer's 
time, was the name of the saddler who made the 



192 LAOCOON. 

shield of Ajax, that the poet was at liberty to substi- 
tute that of a perfect stranger. 

Various other little errors I have found which are 
mere slips of memory, or concern things introduced 
merely as incidental illustrations. 

For instance, it was Hercules, not Bacchus, who, 
as Parrhasius boasts, appeared to him in the same 
shape he had given him on the canvas.' 

Tauriscus was not from Rhodes, but from Tralles, 

The Antigone was not the first tragedy of Soph- 
ocles.* 

But I refrain from multiplying such trifles. 

Censoriousness it could not be taken for j but to 
those who know my great respect for Winkelmann it 
might seem trifling. 

1 Geschichte der Kunsl, part L p. 17& Plinius, lib, xxxt, 
«ect. 36. Athenscus, lib. xii. p. 543. 

> Geschichte dei Kunst, part ii. p. 353. Flinias, lib, xxxtL 
•ect 4. ' See Appendix, note 57. 
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Non t, p. 8. 

Antiockus (Anthol. lib. ii. cap. 4). Hirdouin, in bis coni> 
mentary on Pliny (lib. xxxv. sect. 36), |ltributes this epigraim 
to a certain Hso. But among all the Greek epigratnmatist* 
there is none of this name 

NOTK X, p. 9. 

Fob this reason Aristotle commanded that his pictures should 
not be shown to young persons, in order that their imagination 
might be kept as free as possible from all disagreeable images. 
(Polit. lib. viii. cap, 5, p. 526, edit. Conring,) Boden, indeed, 
would read Pausanias in this passage instead of PauaoD, 
because that artist is known to have painted lewd Ggures (de 
Umbra poetica comment, i, p. njii). As if we needed a philo- 
sophic law-giver 10 teach us the necessity of keeping from 
youth such incentives lo wantonness 1 A comparbon of 
this with the well-known passage in the "Art of Poesy" 
would have led him to withhold his conjecture. There are 
commentators, as Kiihn on ^lian O'ar. Hist lib. iv. cap. 3), 
who suppose the diSerence mentioned by Aristotle as exist- 
ing between Polygnotus, Dionysius, and Pauson to consist 
in this: that Polygnotus painted gods and heroes; Diony- 
sius, men i and Pauson, animals. They all painted human 
figures ; and the fact that Pauson once painted a horse, 
does not prove him to have been a painter of animals a> 
Boden sapposes him to have beeiu Their rank was deter- 
mined b; the degree of beauty they gave their humai £gure« ; 



Rcddit, Hycixn Hqiiitur, acp-tioi u denlibiii Algus. 

Spring advances and Venus and winged Zephyrus, Ihe herald 
of Venus, precedes, whose path mother Flora fills with won- 
drooa flowers and odors. Then follow In order dry Heal and 
his companion dusly Ceres, and the Etesian blasts of the 
Northwind. Then Autumn approaches, and Evian Bacchus. 
Then other tempests and winds, deep.thundering Voltumus 
and Austcr (south and south-east winds), mighty with light- 
nings. At length, the solstice brings snow, and slothful numb- 
ness returns ; Winter follows, and cold with chattering teeth- 

Spence regards thia passage as one of the most beautiful in 
the whole poem, and it is certainly one on which the fame of 
Lucretius as a poet chiefly rests. But, surely, to say (hat the 
whole description was probably taken from a procession of 
Hatues representingthe seasons as gods, is to detract very much 
from his merit, if not to destroy it altogether. And what rea- 
son have we for the supposition ? This, says the English- 
man : " Such processions of their deities in general were as 
common among the Romans of old, as those in honor of the 
■aints are in the same country to thit day. All the expres- 
sions Qsed by Lucretius here come in very aplly, if applied to 
a procession." 

Excellent reasons 1 Against the last, particularly, we might 
make many objections. The very epithets applied to the various 
personified abstractions, — "Calor aridus," "Ceres pulvem- 
lenta," "Volturnus aIlitonai;s," "fulmine pollens Auster," 
"Algus dentibus crepitans," — show that they received their 
characteristics from the poet and not from the artist He 
would certainly have tteated them very differently. Spencc 
seems to have derived his idea of a procession from Abrahum 
Freigem, who, in his remarks on this passage, says, "Ordo 
est quasi Pompae cujusdam. Ver et Venus, Zephjnis el 
Flora," &c. But Spence should have been content to stop 
there. To say that the poet makes his seasons move as in ■ 
procession, is all very well ; but to say thai he learned their 
■eqaences from a processio 



Note ii, p. 6t. 
s Flaccus, lib. iL Aigonaut, 7. i6yaj^ 
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The maid clothes her father w 
and Ihe gannenls of Bacchus, and plac 



e garlands, the lochl 
i him in the centre at 
the chariot ; around him the brazen drums and tlie boxes filled 
with nameless terror; herself, looking back, binds his hair 
and limbs with Wj and strikes windy blows with the vine- 
wreathed spear ; veiled like the father she holds the green 
reins ; the horns project under the while turban, and the 
sacred goblet tells of Bacchus." 

The word " lumeant," in the last Hne but one, would seem to 
imply that the horns were not so small as Spence fancies. 

Note 22, p. 62, 
Thr so-called Bacchus in Che garden of the Medicia at Rome 
(Montfaucon Suppl. aux Ant. T. I, p. 154) has little horns 
growing from the brow. But for this very reason some critics 
guppoae il 10 be a faun. And indeed such natural horns are 
an iluult to the human counlenance, and can only be becoming 
In beings supposed to occupy a middle station between men 
and beasts. The attitude also and Ihe longing looks the figure 
casts upward at the grapes, belong more properly to a follower 
of the god than to the god himself. I am reminded here of 
what Clemens Alexandrinus says of Alexander the Great. 
(Protrept. p. 48, edit. Pott.) 'Effoi'^ro di Kot 'AWfaudpor 
'AfJfKJi'or viSf livai ioKciv, nal icpua^ofxit anairiArreaSai npSf rfi* 
djaijiB/TcmoiCn', rfl naXdv avApimoii implant aneiSiO' nipari. It 
was Alexander's express desire to be represented in hia statue 
with horns. He was well content with the insult thus doneto 



6 origin might be imputed to 

Note 23, p. 64. 

When I maintained in aformer chapter that the old artists had 
never made a fury, it had not escaped me that Cbe furies had 
more than one temple, which certainly would not have been 
left devoid of their statues. Pausatdas found some of wood 
m their temple at Ccrynea, not large Dor in any nay remarlt- 
a.ble. ft would acem that the art, which bad oo opportunity of 
displaying itself on them, sought to make amends on the im- 
ages of the priestesses which stood in the hail of the temple, 
as they were of stone and of very beautiful workmanship. 
(PiuBinias Achaic. cap. xxv. p. 587, edit. Kuhn.) Neither 
had I forgotten that beads of them were supposed to have 
been found on an abraxai, made known by ChifHetius, and on 
a lamp by Licetus. (Dissertat, sur les Furies par Bannier; 
Mimoires de I'Acadc^mie des Inscripl, T. v. 48.) Neither 
was I unacquainted with the Etruscan vase of Gorius (Tabl. 
151.' Musei Etrusci) whereon are Orestes and Pylades at- 
tacked by furies. But I was speaking of works of art, under 
which head I consider none of these to come, ff the latter 
deserve more than the others to be included under the name, 
it would in one aspect rather confirm my theory than contra- 
dict It. For, little as the Etruscan aitists aimed at beauty in 
most cases, they yet seem to have characterized the furies 
more by their dress and attributes than by any terrible aspect 
of countenance. These figures thrust their torches at Orestes 
and Pylades, with such a tranquil expression of face that they 
almost seem to be terrifying them in sport. The horror Ihey 
inspire in Orestes and Pylades appears from the fear of the 
two men, not at all from the shape of the furies themselves. 

They ate, therefore, at once furies and no furies. They per- 
form the office of furies, but without that appearance of vio- 
lence and rage which we arc accustomed to associate with the 
name. They have not that brow which, as Catullus layi, 
"expirantis praeportat pectoris Iraa." Winkelmann thon^ 
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lately Ihat he had discovered, upon a cornelian in the cabinn 
of Stoss, a fury, running, with fiireatning hair and garmentB, 
and a da^er in her hand, (library at the Pine Arts, vol. v.] 
Von Hagedom at once counselled all the artists to lum this 
discovery to account, and represent furies thus in their pic- 
tures. (Betrachtungen iibcr die Malerei. p. an.) But Win- 
kelmann hiniseif presently threw doubt on his discovery, 
because he did not Gnd that the ancients ever armed the 
furies with daggers instead of torches. (Descript. des Pierres 
Gravies, p. S4.) He must then consider the figures on the 
coins of the cities of Lyrba and Masisauia, which Spanhelm 
calls furies (Les C^sars de Julien, p. 44), lo be not such but a 
Hecate triformU. Else here would be exactly such a fury, 
with a dagger in each hand, and strangely enough also with 
Bowing hair, while in the other figures the hair is covered with 
a veil. But granting Winkelmann's iirst supposition to have 
been correct, the same would apply to this engraved stone as 
to the Etruscan vase, unless owing Co the fineness of the work 
the features were indistinguishable. Besides, all engraved 
stones, from their use as seals, belong rather to symbolism; 
and the figures on them are more often a conceit of the owner 
than the volunlajy work of the artist. 



Note 24, p. 64. 



Fast. lib. vi. 195-98. 



EsH diu itoltu Vests umnlun pt 



Effigieu 



nulkm Veita, Dec ignii, habel. 



*'I long foolishly thought there were images of Vesta; then 
I found that none eiiisted beneath the arching dome. An ever- 
burning fire is hidden in Ihat temple. Image there is none 
either of Vesta or of fire." 

Ovid is speaking only of the worship of Vesta at Rome, 
and of the temple erected to her there by Numa, of whom ha 
just before says : 



"Re^ opu pladdiT quo non mfttueniiut uDom 
NnmiiuB LDgenium lerra SabLoa lulit. 

"The work of that peaceful king who feared the gods more 
than any other oSspring of the Sabine land." 

Note jj, p. 65. 
Fast. lib. iil v. 45, 4& 

Sylvia fit maur : Ve&l» dmulncra fenmcar 

Spence should thus have compared the different parts ot 
Ovid together. The poet ia speaking of dlfCerent times ; here 
of the state of things before Numa, there of the state of things 
after him. Statues of bcr were worshipped in Italy as they 
were in Troy, whence jEneaa brought her rites with him. 



says Virgil of the ghost of Hector, after he had warned j^neas 
to fly. "He bears in his hands from the innermost ahrins 
garlands, and mighty Vesta and the eternal 6re." Here the 
eternal fire is expressly distinguished from Vesta herself and 
from her statue. Spence cannot have consulted the Roman 
poets with much care, since he allowed such a passage as this 
to escape him. 

Note z6, p. 65. 

Plinius, lib. Etitvi. sect 4. " Scopas fecit — Vesfam sedentem 
laudatam in Servilianis hortis." Lipsius must have had this 
passage in mind when he wrote (de Vesta cap. 3) 1 " Plinius 
Vestem sedentem effingi solitara ostendit, a stabilitate." But 
what Pliny says of a single work by Scopas he ought not to 
have taken for a generally accepted characteristic In fact, 
he observes that on coins Vesta was as often represented 
itanding as sitting, This, however, was no correction of 
P]!ny, but only of hit own mistaken conception. 



Note 37, p. 66. 
Gbokg. Codiniu de Oiiginib. Coiuunt. T^f 

'EtrTfaf, ital niAmoootv &vTi)v yvvaiiui, rv/m 
TOi{ ii-f/unf 4 j^ fi^' iai/rip' fvyiiiiiii. Suidaa, f< 
both following some older authority, sajpi the ■ 
under the word 'Earia. " Under the nune of Vesta the EaiA 
i« tctircsentcd by a woman bearing a dnun, in which >he U 
supposed la hold the winds confined." The reason is some- 
what puerile. It would have sounded better to say that she 
cairicd a drum, because the ancients thought her Ggurc bore 
some resemblance to one, axitia airri/f tv^ohhiAc uvm. (Ptu- 
tarcbus de placitis Philos. caj>. (o, id. de Cade in orbe Lunae.) 
Perhaps, after all, Codinus W3S mistaken hi the figure or the 
name or both. Possibly he did not know what better name ta 
give to what he saw Vesta holding, than a drum. Or he 
might have heard it called tympanum, and the only thing the 
word suggested to him was the instrument known to us aa a 
kettle-drum. But "tympana" were also a kind of wheel, 

UiDC ladjoi tnvere ntis, hinc lympuu plauitiii 

Agiicolie. — {Virjiiiiu CecKKic. lib. u. 44<-) 
Very similar to such a wheel appears to me the object borne 
by Fabretli's Vesia (ad Tabulam Iliadis, p. 334) which that 
scholar takes to be a hand'mill. 

Note 28, p. 70. 



In thi« picture of Necessity drawn by Horace, perhaps the 
richest in attributes o£ any to be found in the old poets, the 
nails, the clamps, and the liquid lead, whether regarded as 
means of confinement or implements of punbhmcnl, BtQl 
iKlong to the class of poetical, rather than allegorical, attri- 
«utei. But, even so, they are too crowtled ; and the pasugs 
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ia ODC of the least effective id Horace. Sanadon says: 
"J'ose dire que ce tableau, pris dans le ditail, serait plus 
beau sur la toile que dans une ode h^roTque. Je ne puis 
Houffrir cet attirail patibulaire de clous, de coins, de crocs, et 
de plumb fondu. J'ai cm en devoir decharger la traduction, 
en auabtituant !es idees gcn^rales aux id^es siiiguiiires. C'est 
dommage que le poete ait eu besoin de ce correctif." Sana- 
don'3 aeuliment was fine and true, but be does not pTe the 
right grouud for it. The objection is not that these attributes 
are the parapherualia of the gallows, for he had but to inter- 
pret ihem in their other sense to malce them the fiimesl sup- 
ports of architecteie. Their fault is in being addressed to the 
eye and not to the ear. For all impressions meant for the eye, 
but presented to us through the ear. are received with effort, 
and produce no great degree of vividness. These lines oE 
Horace remind me of a couple of oversights on. the part of 
Spence, which give us no very good idea of the exactitude 
with which he has studied the passages he cites from the old 
poets. He is speaking of the image under which the Romans 
represented faith or honesty. (Dial, x.) "Tlie Romans," he 
says, "called her 'Fides;' and, when they called her 'Sola 
Fides.' seem to mean the same as we do by Che words 'down- 
right honesty.' She is represented with an erect, open air, and 
with nothing but a thin robe □□, so fine that one might 
see through it. Horace therefore calls her 'thin-dressed' in 
one of his odes, and 'transparent' in another." In these few 
lines are not less than three gross errors. First, it is false that 
"sola " was a distinct epithet applied to the goddess Fides. In 
the two passages from Livj, which he adduces as proof (lib. i. 
sect. 21, lib. iL sect. 3), the word has only its usual significa- 
tion, — the exclusion of all else. In one place, indeed, the 
"soli" has been questioned by the critics, who think it must 
have crept into the text through ao error in wriling, occasioned 
hj* the word next to it, which is "soleone." In the othei 
passage cited, the author is not speaking of fidelity at all, but 
of innocence, Innocentia. Secondly, Horace, in one of his 
odes (the thirt}--fiflh of the first book, mentioned above), it 
; applied to Fides the cvi\.\ie'.*-BAxts*R&-. 
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"Rants," it is true, can also mean thin; but here it meaiu 
only rare, seldom appearing, and is applied to Fidelity herself, 
not la her clothing. Spence would have been right, had the 
poel said, "Fides raro velata panno." Thirdly, Horace is 
said 10 have elsewhere called faith or honesty transparent, in 
the sense in which friends protest to One another, " I wish you 
could reail my heart." This meaning is said to be found in 
the line of the eighteenth ode of the First Book : 

Ajcaniquc Fid« prodisa, pcllncidicir vitro. 
How can a critic allow himself to be thus DilsTBd by a word t 
Ib a faith, "arcani prodiga," lavish of secrets, faithfulness f 
is it not rather faithlessness i And it is of faithlessness, in 
fact, that t^orace says, "She is transparent as glass, because 
the betrays to every eye the secrets entrusted to hi;r." 

Note ig, p. 71. 
Apollo delivers tbe washed and embalmed body of Sarpedon 
to Death and Sleep, that they may bring him to his native 
country, (Iliad, nvi. 6Sr, 68i.) 



Caylus recommends this idea to the painter, but adds : " It ig 
a pity that Homer has given us no account of the attributes 
under which Sleep was represented in his day. We recognize 
the god only by his act, and we crown him with poppies. These 
ideas are modern. The Brst is of service, but cannot be cm- 
ployed in the present case, where even the flowers would be out 
of keeping in connection with the figure of Death." {Tableaux 
tiris de I'lliade, de I'Odyssie d'Homire, et de I'En^ide de Vir- 
gile, avec des observations g<!n^rales sur le costume, k Paris, 
"757-SS-) That is requiring of Homer ornamentations of that 
petty kind most at variance with the nobility of his style, Tha 
most ingenious attributes he could have bestowed on Sleep 
vould not have characterized him so perfectly, nor have bi 
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BO vivid a picture of him bsfore ua, as llie single touch which 
makes bim the twin brother of Deatb. Let the artist seek ID 
express this, and he may dispense with all attributes. The old 
artists did, in fact, make Steep and Death resemble each other, 
like twin-brothers. On a chest of cedar, in the Temple of Juno 
at Elis, they both lay as boys in the arms of Night. One waa 
white, the other black; one slept, the other only seemed to 
sleep 1 the feet of both were crossed. For so I should prefer 
to translate (he words of Pausanias (Kliac. cap. xviii. p. 413, 
edit. Kuhn), ofi^-ripovt Siearpoji/icvovt roiif iriilac, rather than b> 
" crooked feet," ns Gedoyndoes, " les pieds contrefaits. " What 
would be the meaning of crooked feet? To lie with crossed 
feet is cuatoroaiy with sleepers. Sleep is thus represented by 
Mliffei. (Raccol. PI. 151.) Modern artists have entirely aban- 
doned this resemblance between Sleep and Death, which we 
find among the ancients, and always represent Death as a 
skeleton, or at best a skeleton covered with akin. Caylus 
should have been careful to tell the artists whetticr they had 
better follow the custom qf the ancients or the modems in this 
respect. He seems to declare in favor of the modern view, since 
he regards Death 35 a figure that would not harmonize well 
with a flower-crowned companion. Has he further considered 
how inappropriate this modem idea Would be in a Homeric 
picture f How could its loathsome character have tailed to 
shock him? I cannot bring myself to believe that the little 
metal figure in the ducal gallery at Florence, representing a 
skeleton aitiing on the ground, with one arm on an urn of 
ashes (Spence's Polymetis, tab. xli.), is a veritable antique. 
It cannot possibly represent Deitth, because the ancients 
represented him very differently. Even their poets nevet 
thought of him under this repulsive shape. 

Note 30, p. 76. 
RtCKAROSON dtes this work as an illustration of the rule that 
the attention of the spectator should be diverted by uothinf^ 
however admirable, from the chief figure. " Protogenes," he 
says, "had introduced into his famous picture of lalysna a 
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paiztridge, painted with so much skill that it seemed alive, and 
was admired by all Greece. But, because it attracted all eyes 
to itself, to the detriment of the whole piece, he effaced it." 
(Traits de la Peinture, T. i. p. 46.) Richardson is mistaken ; 
this partridge was not in the lalysus, but in another picture of 
Protogenes called the Idle Satyr, or Satjrr in Repose, ^arvpoc 
6vanav6/icvoc, I should hardly have mentioned this error, 
which arose from a misunderstanding of a passage in Pliny, 
had not the same mistake been made by Meursius. (RhodL 
lib. L cap. 14.) " In eadem tabula, scilicet in qua Ial3rsus, 
Satyrus erat, quern dicebant Anapauamenon^ tibeas tenens." 

Something of the same kind occurs in Winkelmann. (Von 
der Nachahm. der Gr. W. in der Mai. und Bildh. p. 56.) 
Strabo is the only authority for this partridge story, and he 
expressly discriminates between the lalysus and the Satyr 
leaning against a pillar on which sat the partridge. (Lib. xiv.) 
Meursius, Richardson, and Winkelmann misunderstood the 
passage in Pliny (lib. xxxv. sect. 36), from not perceiving that 
he was speaking of two different pictures : the one which 
saved the city, because Demetrius would not assault the place 
where it stood ; and another, which Protogenes painted during 
the siege. The one was lalysus, the other the Satyr. 

Note 31, p. 79. 

This invisible battle of the gods has been imitated by Quintus 
Calaber in his Twelfth Book, with the evident design of im- 
proving on his model. The grammarian seems to have held 
it unbecoming in a god to be thrown to the ground by a stone. 
He therefore makes the gods hurl at one another huge masses 
of rock, torn up from Mount Ida, which, however, are shat- 
tered against the limbs of the immortals and fly like sand 
about them. 

... blSk KoXCwac 
X^polv ^noppiff^avTeg hif oMeog *ldcuoto 
PaX^jov hf o^Tmv^ al de ^pofid^oiai 6fu)uu 
dda dteoKidvavTo -^euv mpl & itaxera yvia 
(nfyvvfuva dUi rvr3a, . • • 
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A conceit which destroys the effect by marring our idea of 
the sixe of the gods, and throwing contempt on their weafnns. 
If gods throw stonea at one another, the stones must be able 
to hurt them, or they aie like silly boys pelting each othei 
with earth. So old Homei remains Etill the wiser, and all 
the fault-linding of cold criticism, and the attempts of men 
of inferior genius to vie irith him, serve but to set forth his 
wisdom in dearer light. I do not deny that Quintus'a imitation 
has excellent and original points ; but they are less in harmony 
with the modest greatness of Homer than calculated to tlo 
honor to the stormy fire of a more modern poet. That the 
cry of the goda, which rang to the heights of heaven and the 
depths al heli, should not be heard by mortals, seems to me a 
most expressive touch. The cry was too mighty to be grasped 
by the imperfect organs of human hearing. 

Note 32, p. 80. 
No one who has read Homer once through, ever so hastily, 
will differ from this statement as far as regards strength and 
speed; but he will not perhaps at onceTccall examples where 
the poet attaches superhuman size to his gods. I would there- 
fore refer him, in addition to the description of Mars just 
quoted, whose body covered seven hides, to the helmet of 
Minerva, msi^ iTfariv iroiJay npvi^eae' ipapvlaii (Iliad, v. 744), 
under which could be concealed as many warriors as a hun- 
dred cities could bring into the field ; to the stride of Nep- 
tune (Iliad, xiiL =0) ; and especially to the lines from tho 
description of the shield, where Mars and Minerva lead Che 
troops of the beleaguered city. (Iliad, xviiL JjiS-SiQ.) 

iuXl S Spa o^v 'ApTK Kol BiMiif A.'S^htj, 
S/l^ Xpoaiiu, :t;piicTfia Si et/iara laSriv, 
Kfu^ kqI ffcycAu mh' revxeotv, c^rf 3eCr irep, 
Ofi^ api5i^' iaol S iiT^ b'}lQr\ic( ijaav. 

. ■ ■ Whik the youtbi 
Muched OD, with Mm and FiJlai u their head, 
Botii WTOu^t in gold, nitb joldea pnucDU on, 



SBlEtf ind luge in fonn, and met all 
Th gad>;IheRU«EtcaiiDl><uiib]erfiu. — Brvaht. 
Judging Erom the exptanations they feel called upon to give 
of the great helmet of Minerva, Homer's commentators, old 
as well as new, seem not always sufficiently to have bomc in 
mind this wonderful size of the gods. (See the notes on the 
above.quoted passage in the edition of Clarke and Emesti) 
But we lose much in majesty by thinking oE the Homeric 
deities as of ordinary size, as we are accustomed to see them 
on canvas in the company of mortals. Although painting 
is unable to represent these superhuman dimensions, sculpture 
to a certain extent miiy, and I am convinced that the old 
masters borrowed from Homer their conception of the gods in 
general as well as the colossal size which they not infrequently 
gave them. (Herodol. lib. iL p. 130, edit. WesseLJ Further 
remarks upon the use of the colossal, its excellent effect in 
sculpture and its want of effect b painting, I reserve for 
another place. 

Note 33, p. 8a. 

Homer, I acknowledge, sometimes veils his deities in a cloud, 
but only when they are not to be seen by other deities. In 
the fourteenlli book of the Iliad, for instance, where Juno and 
Sleep, Aepo f i7oa/if vu, betake themselves to Mount Ida, the crafty 
goddess's chief care was not to be diEcovered by Venus, whose 
girdle she had borrowed under pretence of a very different 
journey. In the same book the love-drunken Jupiter is 
obliged to surround himself and his spouse with a golden 
cloud to overcome her chaste reluctance. 

True n" lot, ft ri( i/ul ■ScOv alecycvcT&uv 

She did not fear to be seen by men, but by the gods. Ami 

alchoQgh Homer makes Jupiter say a few lines further on,— 

"Hpfj, larre Siuo Toyt iriSidi /i^e rai' oBipav 

i^tajai' Toioii TBI (yit wt0of dii^uuAinj/u, 

Xpiiaem', 
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" Feai Ihou not that any god or man will look upon us," Chat 
does not prove that the cloud was needed to conceal Ihem 
from the eyes of mortals, but that in this cloud they would be 
as invisible to the gods as they always were lo men. So, 
when Minerva puis ou the helmet o£ Pluto (Iliad, v. 485), 
which has the same effect o£ coucealment that a cloud would 
have, it is not that she may be concealed from Ihe Trojans, 
who either see her not at all or under the form of Sthenelua, 
but simpl; that she may not be recogtiized by Mars. 

NoTB 34, p. 87. 
Tableaux tiris de I'lliade, Avert, p. 5. "On est toujours 
convenu, que plus un poeme foumissait d'images et d'actions, 
plus il avait de superiority en po<!sie. Cette reflexion m'avait 
conduit ipen^er que lecalcul des diff^rens tableaux, qu' offrent 
les poemes, pouvail servir k comparer le merite respectif des 
poemes et des poetes. Lc nombre et ie genre de.s tableau! 
que prfeenlent Ces grands ouvrages, aoraient ite une espice de 
pieire de touche, ou, plutSt, une balance certaine du mciitc 
de ces poemes et du g^nie de leuts auteurs." 

Note 35, p. 88. 
What we call poetic pictures, the ancients, as we learn from 
Longinus, called "phantasix;" and what we call illusion in 
such pictures, they named "enargia." It was therefore said 
by some one, as Plutarch tells us (Erot. T. ii. edit. Henr. Steph. 
P- 1351)1 that poetic "phantasia" were, on account of their 
"enargia," waking dreams: Al iroiijriinii ^irooioi dfu i^ii 
ivopj-fiov typtryopoTuv Mttvoi liaiu. I could wish that our 
modern books upon poetry had used this nomenclature, and 
avoided the word picture altogether. We should thus have 
been spared a multitude of doubtful rules, whose chief founda- 
tion is the coincidence of an arbitrary term. No one would then 
have thought of confining poetic conceptions within the limits 
of a material picture. But the moment these conceptions 

e called a poetic picture, the foundation (or the e 
laid. 



NOTK 36,11,89. 
lUAD^ IT. 105. 

alnuf taiUji rafm H^em 

wii tA i^v ti latrrSr/Ki Ttavaaa/ievet, wmi jmif 

iyiMvac' , . , 

airdp i mia ttCifia paphp^, it S £trr' Vm 

alipa d' kirt vrvpy nartitSafiet irutpdv 6liTTdr, 

nvplp' fiiv la^ irtinam, to^dv ii aidnpor. 
of'Tdp hniSii mwioTir^t piya rofm fruviv, 
)iyie ^Of, vmp^ & fitf" to^trv £ln> 9 iiOTdr 

Afvl^E^, taS' bfuiav hnirriiTSai laneiriM, 






Crw^Tig tbe bowtlriDE 



id torted the sn 



^^^^P NoTB 37, p. IDS. 

^^^^ TmOLoava. to the Satires, 34a 

I Thai not in FlDCy^B nam he waw 






TIkd il twugedl 



Ibid. I. 



While pore deflcripEloi 



Warbarton'a remark on this last line may have the force of 
an explanation by the poet himself. " He nses part equiyo- 
cally, to signify either chaste or empty ; and has ^Tcn in I 
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line what he esteemed the true character of descriptive poetry, 
as it is called, — a compositloti, in his opinioo, as a.bsurd aa 
a feast made up of sauces. The use of a picturesque imagina- 
tion is to brighten and adorn good sense : so that to employ it 
only in description, is like children's delighting in a prism for 
Ihe sake of its gaudy colors, which, when frugally managed 
■md artfully disposed, might be made to represent and illus- 
trate the noblest objects in nature." 

Both poet and commentator seem to have regarded the 
msitter rither from a moral than an artistic paint of view. 
But so much the better that this style of poetry seems equally 
worthless from whichever point it be viewed. 

Note 38, p. loS, 
PomQOE Fran9aise, T. ii p. cpi. "J'rfcrivaia ce» rifleniona 
aiant que les essais des Allemands dans ce genre (I'Eglogue) 
fussent connus pirmi nous. lis ont ex^cuti ce que j'avaia 
con;u ; et s'ils parvienneut i. dunner plus au moral et moina 
au detail des peintures physiques, ils excelleront dans ca 
genre, plus riche, plus vaste, plus f^cond, et infiniment plus 
nolurel et plus moral que celui de la galanterie champ£trc< 

Note 39, p. 115. 

reuse Virgil on nlher grounds, 
o shields has not escaped his 
ce. "Sane interest inter hunc et Homeri clypeum ; illic 
11 singula dum Sunt narrantur; hie vero perfecto opcre 
:t hie arma prius accipil (Eneas, quam spec- 
taret ; ibi poatquam omnia narrata sunt, sic a Thetide delerun- 
tur ad Achillem." There is a marked difference between this 
and the shield of Homer : for there events are narrated one 
by one as they are done, here they are known by the finished 
work; here the arms are received by £neas before being 
«een, there, after all has been told, they are carried by Thetia 
to Achillea. (Ad. v. fias.'il'- ""i- '*^'>='tl-) Why? "For thii 
reason," says Servius : "becauae, on the shield of lEneas, 
were represented not only the few events referred to by the 
poet, but, — 
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• • • genus onme luUirs 
Stirpis ab Aacanio, pognaUque in ordine bella, 

"All the description of his future race from Ascanius,andthe 
battles, in the order in which they should occur." It would 
have been impossible for the poet, in the same short space of 
time occupied by Vulcan in his work, to mention by name the 
lung line of descendants, and to tell of all their battles in the 
order of their occurrence. That seems to be the meaning of 
Scrvius*s somewhat obscure words: "Opportune ergo Virgi- 
lius, quia non videtur simul et narrationis celeritas potuisse 
connccti, et opus tarn velociter expedire, ut ad verbum posset 
occurrere." Since Virgil could bring forward but a small 
part of "the unnarratable text of the shield," and not even 
that little while Vulcan was at work, he was obliged to reserve 
it till the whole was finished. For Virgil's sake, I hope that 
this argument of Servius is baseless. My excuse is much 
more creditable to him. What need was there of putting the 
whole of Roman history on a shield? With few pictures 
Homer made his shield an epitome of all that was happen- 
ing in the world. It would almost seem that Virgil, despair- 
ing of surpassing the Greek in the design and execution of 
his pictures, was determined to exceed him at least in their 
number, and that would have been the height of childishness. 

Note 40, p. 118. 

" ScUTO ejus, in quo Amazonum proelium caelavit intumescente 
ambitu parmae ; ejusdem concava parte deorum et gigantum, 
dimicationem." 

" Her shield, on the convex side of which he sculptured a 
battle of the Amazons, and on the concave side the contest of 
the gods and giants." (Plinius, lib. xxxvL sect. 4.) 

Note 41, p. 122. 

The first begins at line 483 and goes to line 489 ; the second 
extends from 490 to 509; the third, from 510 to 540; the 
fourth, from 541 to 549 ; the fifth, from 550 to 560 ; the sixth, 
from 561 to 572 ; the seventh, from 573 to 586 ; the eighthf 
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from 587 to jSg ; the ninth, from 590 to 605 ; and the tenth, 
from 606 to 60S. The third picture alone is not so introduced ; 
but that it is one by itself 13 evident from the words iniroduc- 
ing the second, — iv ii diu jtaiiiat ira^if, — as also {torn [ha 
nature of the subjecL 

Note 42, p. 113. 
Iliad, vol. v. obs, p. 61, In this passage Pope makes a.\ 
entirely false use of the expression "aerial perspective," which, 
in fact, has nothing to do with the diminishing of the siit 
according to the increased distance, but refers only to the 
change of color occasioned by the air or other medium through 
which the object is seen. A man capable of this blunder mij 
justly be supposed ignorant of the whole subject. 

Note 43, p. 1^8. 
CossTAfrnsos Manasses Compend Chton. p. 20 (edit. Venet). 
Madame Dacier was well pleased with this portrait of Manas- 
ses, except for its tautology. "De Helenx pulchtiludine om- 
nium optime Constantinus Manasses; nisi in eo tautologiam 
reprchendas. (Ad Dictyn Cretensem, lib i. cap. 3, p. j.) She 
also quotes, according to Mezeriac (Comment sur Ics Epitres 
d'Ovide, T. i. p. 361), the descriptions given by Dares Phrygius, 
and Ccdrenus, oE the beauty of Helen. In the first there is 
one trait which sounds rather strange. Dares says that Helen 
had a mole between her eyebrows: "notam inter duo super- 
cilia habentenu" But that could not have been a beauty. I 
wish the Frenchwoman had given her opinion. I, for my 
part, regard the word "nota" as a corruption, and think that 
Dares meant to speak of what the Greeks called iieod^pim', and 
the Latins, "glabella." He means to say that Helen's eyebrows 
did not meet, but that there was a little space between them. 
The taste of the ancients was divided on this point. Some 
considered this space between the eyebrows beauty, others not 
(Junius dePictuta Vet lib. iii. cap. 9, p. i45.) Anacrcon look a 
middle course. The eyebrows o£ his beloved maiden were 
neither perceptibly separated, nor were they fully grown m- 



w. 
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gclhei: thej tapered off delicatetj at a certain p 
■ay* to the artiit who is to paint her (Od. iS) : — 

ji (uaitfiijov a /it /OH 
iauiowi, fiiiTt liUr/t, 
tzcTU S inui Ueivti 

fiii^apuv Itbv teijttv^. 

This is Pauer's reading, but the meaning is the same id other 

venioni, and has been rightly giv*n tiy Hem. Stephano: — 

Conftjndjlo Dec illot : 
Std juqge lie u( aocefia 
Divortiiini rdinquu, 

But if mj interpretation of Dares' meaning be the true one, 
what should we read instead of "notaraf " Perhaps "moram." 
For certainly "mora" may mean not only the interval of time 
before something happens, but also the impediment, the space 
between one thing and another. 



ll the wish of the raving Hercules in Seneca, which Gronovius 
Tery well explains thus : " Optat se niEdiuni jacere inter duas 
Symplcgades, illatunt velut moram, impedimentum, obicem; 
qui eas morelur, vetet aut satis arete conjungi, aut rursus dis- 
trahL" The same poet uses "laceratorummora: " in thesense 
□f "juncturs." (Schrcederus ad. t, 761. Tliyest.) 

Note 44, p. 131. 

DlALOCO della Pittura, intilolata 1' Aretino : IHrenze 1731^ 
p. 17B. " Se yogliono i Pittori senia fatica trovare un perfctto 
esempio di bella Donna, legiano quelle Stanze dell' Ariosto, 
nelle quali egli discrive mirabilmente le belezie della Fata 
Alcina; e vedranno parimente, quanto i buoni Poeti sii 
aocora essi Pittori." 



} 
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Note 45, p. 131. 
Ibid. "Ecco, che, quatito alii proporzione, 1' ingenioEissimo 
Ariosto assegtia la. migliore, che sappiiiiio furmar le ma.ni dc' 
pill eccellenti Pittori, usando questa voce induscri, pet dinotar 
la diligEnia, che coniiene aJ buono artefice." 

Note 46, p. 132. 



dimostri essere un Titiano." 

Note 47, p. 131. 
Ibid. "Poteva 1' Ariosto nella guiaa, che ha detio chiama 
bionda, dir chioma d' oro : ma. gli parve forse, cbe havrebbe 
havulo troppo del Poetico. Da che si pu6 ritrar, che 1 
Piilore dee imilar 1 "ord, e non metterlo (come fanno i Mi- 
niatori) nelle sue PilCure, in modo, che si possa dire, que capelli 
Bon sono d' oro, ma par che risplendano, Come I' oro." What 
Dolce goes on to quote from Athena=ua is remarkable, bul 
happens to be a misqjotation. I shall speak of it in another 
place. 

NoTS 48, p. 133. 
Ibid. "II naso, che discende gib, havendo peraventura la 
quelle forme de' nasi, cbe si veggono ne' 



Note 49. p. 143. 
Flinv says of Apelles (lib. xxxv. sect. 36) : " Fecit et Dianam 
eacrificantium Virginum choro mixtam ; quibus vicisse Homeri 
versus videturid ipsum describentis." " He also made a Diana 
surrounded by a band of virgins performing a sacrifice ; a 
work in which he would seem to have surpassed Ibe verses of 
Homer describing the same thing." This praise may be per- 
fectly just ; for beautiful nymphs surrounding a beautiful god- 
dess, who towers above them by the whole height of her 
majestic brow, form a theme more fitting the painter than the 
poet Bat I am somewhat suspicious of Che word "aacrlfican- 



236 NOTES. 

tium." What have the nymphs of Diana to do with offering 
Bacrifices? Is that the occupation assigned them by Homer? 
By no means. They roam with the goddess over hills and 
throagh forest ; they hunt, play, dance. (Odyss. vi 102-106). 

olff <f 'Afyrefuc dot kot^ olpeoc loxicupa 
^ «ard Tptyerov irepifi^KeroVf ^ *Epifuav&w 
Ttfrnofievij Kanpoiai Koi uKeii^ iiXcupoiar 
Ty de^' ufia Nv/i^y Kovpcu Atbc (Uytoxoto 
dypovofioi nai^ovai' . . . 

Ab when o^er Erymanth Diana roves 

Or wide Taygetus's resounding groves ; 

A sylvan train the huntress queen surroandsy 

Her rattling quiver from her shoulder sounds ; 

Fierce in the sport along the mountain brow, 

They bay the boar or chase the bounding roe. 

Hig^ o^er the lawn with more majestic pace, 

Above the nymphs she treads with stately grace. — PoRi 



ft 



Pliny, therefore, can hardly have written "sacrificantium, 
rather " venantium " (hunting), or something like it ; perhaps 
" sylvis vagantium " (roaming the woods), which corresponds 
more nearly in number of letters to the altered word. ** Saltan- 
tium " (bounding), approaches most nearly to the vcu^ovai of 
Homer. Virgil, also, in his imitation of this passage, represents 
the nymphs as dancing. (iEneid, L 497, 498.) 

Qualis in Eurotae ripis, aut per juga Cynthi 
Exercet Diana choros . . . 

Such on Eurota^ banks or Cynthua^ height 

Diana seems ; and so she charms the sight, 

When in the dance the graceful goddess leads 

The choir of nymphs and overtops their heads. —Dryi»n- 

Spence gives a remarkable criticism on this passage. (Poly- 
metis, dial, viii.) "This Diana," he says, "both in the picture 
and in the descriptions, was the Diana Venatrix, though she 
was not represented, either by Virgil or Apelles or Homer, as 
hunting with her nymphs ; but as employed with them in that 
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soit of dances which of old were regarded as very solemn 
acts of devotion." In a note be adds, "The expression of 
■naiieni, used by Homer on this occasion, is scarce proper for 
hunting; as that of "choros exercere," in Virgil, should be 
understood of the religious dances of old, because dancing, in 
the old Roman idea of it, was indecent, even for men, in public, 
unless it were the sort of dances used in honor of Mars or 
Bacchus or some other of their gods." Spence supposes that 
those solemn dances are here referred to, which, among the 
ancients, were counted among the acts of religion. " It is in 
consequence of this," he says, "that Pliny, in speaking of 
Diana's nympbs on thia very occasion, uses the word "sacrifi- 
care " of them, wbich quite determines these dances of theirs to 
have been of the religious kind." He forgets that, in Virgil, 
Diana joins in ihedxace, "exercct Diana choros." If this were 
a religious dance, in whose honor did Diana dance it } in her 
own, or in honor of some other deity f Both suppositions are 
absurd. If the old Romans did hold dancing in general to be 
unbecoming in a grave person, was that a reason why their 
poets should transfer the national, gravity to the manners of 
the gods, which were very differently represented by the old 
Greek poets .' When Horace says of Venus (Od. iv. lib. L), — • 



"Now Cythercan Venus leads the bands, under, the shining 
moon, and the fair graces, joined with the nymphs, beat the 
ground with alternate feet," — were these, likewise, sacred, 
religious dances? But it is wasting words to argue against 

Nora ^o, p. 145. 

pLtNiits, Ub. iixiv. sect. 19. "Ipse tameo corporum tenui 
curiosus, animi sensus non expressisse videlur, capilhim quo- 
que et pubem non emendatlus fecisse, quam rudis antiquitas 
imtituiiset. 
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** Hie primus nervos et venas expressit, capillumqae diligen- 
tius." 

Note 51, p. 162. 

The Connoisseur, vol. L no. 2i. The beauty of Knonm- 
quaiha is thus described. "He was struck with the glossy 
hue of her complexion, which shone like the jetty down on 
the black hogs of Hessaqua ; he was ravished with the prest 
gristle of her nose ; and his eyes dwelt with admiration on the 
flaccid beauties of her breasts, which descended to her naveL" 
And how were these charms set oS. by art ? " She made a 
varnish of the fat of goats mixed with soot, with which she 
anointed her whole body as she stood beneath the rays of the 
sun ; her locks were clotted with melted grease, and powdered 
with the yellow dust of Buchu ; her face, which shone like the 
polished ebony^ was beautifully varied with spots of red 
earth, and appeared like the sable curtain of the night bespan- 
gled with stars ; she sprinkled her limbs with wood-ashes, and 
perfumed them with the dung of Stinkbingsem. Her arms 
and legs were entwined with the shining entrails of an heifer ; 
from her neck there hung a pouch composed of the stomach 
of a kid; the wings of an ostrich overshadowed the fleshy 
promontories behind ; and before she wore an apron formed 
of the shaggy ears of a lion." 

Here is further the marriage ceremony of the loving pair. 
•* The Surri, or Chief Priest, approached them, and, in a deep 
voice, chanted the nuptial rites to the melodious grumbling of 
the Gom-Gom; and, at the same time (according to the 
manner of CafEraria), bedewed them plentifully with the 
urinary benediction. The bride and bridegroom nibbed in 
the precious stream with ecstasy, while the briny drops trickled 
from their bodies, like the oozy surge from the rocks of 
Chirigriqua." 

Note 52, p. 166^ 

The Sea- Voyage, act iiu scene i. A French pirate ship is 
thrown upon a desert island. Avarice and en ry cause quarrela 
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Kuiong the men, and a couple of wretches, who had long 
suffeied extreme want on the island, seize a favorable oppor- 
tunity to put to sea in the ship. Robbed thus of their whole 
tiuck of ptovisions, the miserable men see death, in its worst 
forms, staring them in the face, and express to each other 
their hunger and despair as follows : — 



f. Oh, what 



ila, that 1 might get 






Moriilar. Hast an 



To gnaw. 1 ha' p 



imiU: Let it be any tbina 



Nociuniln]eftinlh}[Ki 



UoriBar. Ah, but Id Uck Ibe gtaxBl 
But this is nothing, compared nith the ni 
■hip's turgeon enters. 



t scene, when tlM 
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Surgton. I am expiring, 
Smile they that can. I can find nothing, gentlemen^ 
Here's nothing can be meat without a miracle. 
Oh, that I had my boxes and my lints now. 
My stupes, my tents, and those sweet helps of nataivt 
What dainty dishes could I make of them! 

MoriUar. Hast ne'er an old suppository? 

Surgeon. Oh, would I had, sir! 

Lamure. Or but the paper where such a cordial, 
Potion, or pills hath been entombed I 

Fratnfillg. Or tlie best bladder, where a cooling glitter? 

MoriUar. Hast thou no seardoths left ? 
Nor any old poultices ? 

FranvUU. We care not to what it hath been ministered. 

Surgeon, Sure I have none of these dainties, gentleoMn. 

Fra$tvilU, Where's the great wen 
Thou cut' St from Hugh the sailor's shoulder? 
That would serve now for a most princely banqoek. 

Surgeon. Ay, if we had it, gentlemen. 
I flung it overboard, slave that I was. 

Lamurt, A most improvident villain I 

Note 53, p. 177. 

^NEiD, lib. ii. 7, and especially lib. xi. 183. We might safely, 

therefore, add such a work to the list of lost writings by this 

author. 

Note 54, p. 179. 

Consult the list of inscriptions on ancient works of art in 
Mar. Gudius. (ad Phaedri fab. v. lib. i), and, in connection 
with that, the correction made by Gronovius. (Prsef. ad Tom. 
ix. Thesauri Antiq. Grace) 

Note 55, p. 182. 

He at least expressly promises to do so : '' quae suis locis red- 
dam " (which I shall speak of in their proper place). But if this 
was not wholly forgotten, it was at least done very cursorily, and 
not at all in the way this promise had led us to expect When he 
writes (lib. xxxv. sect. 39), " Lysippus quoque iEginae picturae 
suae inscripsit, ivtiuaiatv\ quod profecto non fecisset, nisi 
encaustica inventa," he evidently uses iviKovaev to prove 



( 
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something quite different. If he meaDt, as Harrlouin sup- 
poses, to indicate in this pa.'isage one of the worlds whose 
inscription was written in definite past time, it would have 
been worth his while to put in a word to that effect. Har- 
dnuin finds reference to the other two works in the follow- 
ing passage : " Idem (Divua Augustus) in Curia quoque, 
quam in Cooiitio consecrabat, duas tabulaa imprcssit parieti i 
Nemeam sedcntcm supra leonem, palniigeram ipsam, adslante 
cum baculo sene, cujus supta Caput tabula bigs dependct. 
Nicias scripsit Ecinusaisse ; tali enimuaus est verbo. Atteriua 
tabulic admiratio est, puberem iilium aeni patri similem esse, 
salva xtalls differentia, supervolante aquila draconem com- 
plexa. Philochaies hoc suum opus esse testatus esL" (Ub. 
XXXV. sect. la) Two different pictures are here described 
which Augustus hadset up in the newly built senate-house. The 
second was by Philochares, the first by Nicias. All that is said 
of the picture by Philochares is plain and clear, but there are 
certain difficulties in regard to the other. It represented Neipea 
seated on a lion, a palm-branch in her hand, and near her an old 
man with a staff : "cujus supra, caput tabula bigce dcpendeL" 
What is the meaning of that ? " over his head hung a tablet 
on which was painted a two-horse chariot." That is the 
only meaning the words will bear. Was there, then, a 
smaller picture hung over the large one I and were both by 
Nicias? Hardouin must so have understood it, else where 
were the two pictures by Nicias, since the other is expressly 
ascribed to Philochares P " Inscripsit Nicias igitur gemins 
huic tabula; suum nomen in tunc modum : 'ONIKlAi; ENE- 
KATEEN ; atque adeo e tribus operibus, quie absolute fuiaac 
inscripta, ILLE FECIT, indicavit Pntatio ad Titum, duo 
hsec aunt Nicia:." I should like to ask Hardouin oce ques- 
tion. If Niciaa had really used the indefinite, and not the 
definite past tense, and Pliny had merely wished to aay that 
the master, instead of ypa^o', had used iyKaieai, would he not 
still have been obliged to say in Latin, "Nicias scripsit se 
mussisse } " But I will not insist upon this point. Pliny may 
really have meant to indicate here one of the three woik* 
16 
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before referred to. But wha will be induced to believe that 
there were two pictures, placed one above the other ? Not I 
for one. The words " cujus supra caput tabula bigae depen- 
det" must be a corruption. "Tabula bigx,'' a picture of 
a two-horse chariot, does not sound much like Pliny, although 
Pliny does elsewhere use "biga" in the singular. What sort 
of a two- horse chariot ? Such as were used in the races at the 
Nemxan games, so that this little picture should, from its 
subject, be related to the chief one ? That cannot be ; for not 
two but four horse chariots were usual in the Nemaean games. 
(Schmidius in ProL ad Nemeonicas, p. 2.) At one time, I 
thought that Pliny might, instead of "bigx,'* have written a 
Greek word, invxiov, which the copyists did not understand. 
For we know, from a passage in Antigonus Carystius, quoted 
by Zenobius (conf. Gronovius, T. ix. Antiquit Grsc PraeL 
p. 7), that the old artists did not always put their name on 
the work itself, but sometimes on a separate tablet, attached 
to the picture or statue, and this tablet was called mvxiov. 
The word " tabula, tabella," might have been written in the 
margin in explanation of the Greek word, and at last have 
crept into the text nrvxtov was turned into "bigse," and so 
we get "tabula bigae." This mvxlov agrees perfectly with 
what follows; for the next sentence contains what was written 
on it. The whole passage would then read thus: "cujus 
supra caput vrvxiov dependet, quo Nicias scripsit se inussisse." 
My correction is rather a bold one, I acknowledge. Need a 
critic feel obliged to suggest the proper reading for every pas- 
sage that he can prove to be corrupted ? I will rest content 
with having done the latter, and leave the former to some 
more skilful hand. But to return to the subject under discus* 
sion. If Pliny be here speaking of but a single picture by 
Nicias, on which he had inscribed his name in definite past 
time, and if the second picture thus inscribed be the above- 
mentioned one of LjTsippus, where is the third ? That I cannot 
teU. If I might look for it elsewhere among the old writers, 
the question were easily answered. But it ought to be found 
in Pliny; and there, I repeat, I am entirely unible to dis* 
cover iL 
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Note 56, p. i8d 

Thus Statius says "obnixa pectora" (Thebaid. lib, vL ▼. 

863): 

. . . rumpunt obnixa farentes 
Pectora. 

which the old commentator of Barths explains by "summa vi 
contra nitentia." Thus Ovid says (Halievt. v. ii), "obnixa 
fronte," when describing the " scarus " trying to force its way 
through the fish-trap, not with his head, but with his tail. 

Non audet radiis obnixa occurrere fronte. 

Note 57, p. 192. 

Geschichte der Kunst, part iL p. 328. "Pie produced the 
Antigone, his first tragedy, in the third year of the seventy- 
seventh Olympiad." The time is tolerably exact, but it is 
quite a mistake to suppose that this first tragedy was the 
Antigone. Neither is it so called by Samuel Petit, whom 
Winkelmann quotes in a note. He expressly puts the Antig- 
one in the third year of the eighty-fourth Olympiad. The 
following year, Sophocles went with Pericles to Samos, and 
the year of this expedition can be determined with exactness. 
In my life of Sophocles, I show, from a comparison with 
a passage of the elder Pliny, that the first tragedy of this 
author was probably Triptolemus. (Lib. xviiL sect. 12.) 
Pliny is speaking of the various excellence of the fruits of 
different countries, and concludes thus : " Hae fuere sententiae, 
Alexandro magno regnante, cum clarissima fuit Graecia, atque 
in toto terrarum orbe potentissima ; ita tamen ut ante mortem 
ejus annis fere CXLV. Sophocles poeta in fabula Triptolemo 
frumentum Italicum ante cuncta laudaverit, ad verbum trans* 
lata sententia : 

£t fortunatam Italiam fromento canere cancUdo." 

He is here not necessarily speaking of the first tragedy of 
Sophocles, to be sure. But the date of that, fixed by Plu- 
tarch, the scholiast, and the Anindelian marbles, as the seventy^ 
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seventh Olympiad, corresponds so exactly with the date assigned 
by Pliny to the Triptolemus, that we can hardly help regarding 
that as the first of Sophocles' tragedies. The calculation is 
easily made. Alexander died in the hundred and fourteenth 
Olympiad. One hundred and forty-five years cover thirty*six 
Olympiads and one year, which subtracted from the total, 
gives seventy-seven. The Triptolemus of Sophocles appeared 
in the seventy-seventh Olympiad ; the last year of this same 
Olympiad is the date of his first tragedy : we may naturally 
conclude, therefore, that these tragedies are one. I show at 
the same time that Petit might have spared himself the writing 
of the whole half of the chapter in his " Miscellanea " which 
Winkelmann quotes (xviii. lib. iiL). In the passage of Pliny, 
which he thinks to amend, it is quite unnecessary to change 
the name of the Archon Aphepsion into Demotion, or ave^iof. 
He need only have looked from the third to the fourth year of 
the seventy-seventh Olympiad to find that the Archon of that 
year was called Aphepsion by the ancient authors quite as 
often as Phaedon, if not oftener. He is called Phxdon by 
Diodorus Siculus, Dionysius Halicarnassus, and the anonymous 
author of the table of the Olympiads ; while the Arundelian 
marbles, Apollodorus, and, quoting him, Diogenes Laertius, 
call him Aphepsion. Plutarch calls him by both names; 
Phaedon in the life of Theseus and Aphepsion in the life of 
Cimon. It is therefore probable, as Palmerius supposes, 
"Aphepsionem et Phaedonem Archontas fuisse eponymos; 
scilicet, uno in magistratu mortuo, suffectus fuit alter." (Exer- 
cit. p. 452.) This reminds me that Winkelmann, in his first 
work on the imitation of Greek art, allowed an error to creep 
in with regard to Sophocles. "The most beautiful of the 
youths danced naked in the theatre, and Sophocles, the great 
Sophocles, was in his youth the first to show himself thus to 
his fellow-citizens." Sophocles never danced naked on the 
stage. He danced around the trophies after the victory of 
Salamis, according to some authorities naked, but according to 
others clothed. (Athen. lib. i. p. m. 20.) Sophocles was one 
of the boys who was brought for safety to Salamis, and on 
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this island it pleased the tragic mnse to assemble her three 
fovorites in a gradation typical of their future career. The 
bold iEschylus helped gain the victory ; the blooming Sopho- 
cles danced around the trophies; and on the same happy 
island, on the veiy day of the victory, Eoripides was bom 
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Alb^T Cardinal AJfixacdfir, his cUscovfir 

the date of the Laocoon, 1 78 t/ itj. 
Anaereon, two odes of, 133, 139. 
Apelles, his pictuie of Diana, 143. 
Ariosta, his description of Aldiia, laS, 138. 
Aristophanes, element of disgust used b;, 161. 
Arbtotle, advice of, to Piotogenes, 76 ; his reason why we ibcqvi 

pleasure f^3n1 a f^thful copy of the disagreeable, 154. 
Art should Eipress nothing essentially transitory, 17, 
Arts among the andents, subject to the control of lav, 10. 
Barchus, how represmted in poetry and panting, ^bitstj. 
Beauty, the supreme law of the imilative arts, 11; sulunUnated ii 

modem art to other ends, 16 ; representations of phyacal, the prov 

ince of painting, not of poetry, ja6. 
Bmvin, his explanations of Homer, iiS, lai. 
Calaber, Quintus, his rendering of the slory of Laocooa, 3f ; liii 

account of the death of Ther^tes, 130. 
Calhmachus, his picture of famine, 165. 
Caricature, law against, among the Thettans, 9. 
Caylus, Count, some points in his work considered, 71, 77, So, ga, S^ 

87, 93 ; his sketch for a picture of Helen, 140. 
Cbateaubrun, his representation of Fhiloctetes, 3j. 
Cicero, his views in r^ard Lo liodily pain, iH, 
Clevn, Francis, illustiations by, 39. 
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CoQstancy, how represented in art, 68 rf lef , 

Dadei, Madame, her tiaiulaitan o[ Homer, 113. 

Dante, hia description of the slarvadon ot Ugolino, i(j6. 

Deformity, physical, in art, produces disgust, 159. 

Disgust iiroduced inon through the other semei than through thtt d 
sight, 1611; object of , in painting, 167. 

Di^^ting, the, its use in Expressing Che hom» of famine, 164. 

Dolce, his dialogue on Painting, 131. 

Drama, expression of suSeiing in the, u (' itf. 

Dryden, his Ode un Cedlia's Day, 89. 

Flaccus, Valerius, his descriptioa of an angry Venus, 57 it laf. 

Prendi language, not ad^ted to translation of Homer, ill. 

Gertnan language, compared to the Greek, 1 1 3. 

Gladiator, Borghe«e, the author's theory in regard to Ibe, 1S4 il ^. 

Gladiatorial shows, effect of, 19. 

HaJler, Von, description quoted from his "Alps," 103. 

Hefcules, as rq>[esented by Sophocles, 6 ; the, of Pophocles, 31. 

Hogarth, his ailidam of the Apollo Belvidere, i«5. 

Homer, expressions of pain in his heroes, 4 \ represeoUtian of bb 
heroes, 79 el seq. ; his descriptions not generally availaUe for 
pictures, 83, 143 ! '"< picture of Fandarug, S9 ; style of, 93 ; hti 
descriptioa of the chariot of Juno, 94 , his description of the 
sceptre of Agamemnon, 95 ; of the shield of Achilles, 9S, 113, 1 ig ; 
of the bow of Fatidarus, 99 ; his indebtedness to the llexjlulity of 
the Greek langusge, iii; his JescriptiDa of the beleaguered dty, 
111 ; avoids detailed description, 127 ; hia teptesentalion of Helen, 
136, his Thersites, ^j^asiq. 

ttoitations of the poet by the artist and the reverse, 49 it seq, 

Invtntion required less of the artbt than of the poet, 73 tt aj. 

lunius. Frauds, an aosafe authority, iSS. 

Juno, how r^resentedin andent art, 57. 

KJeist, Von, his own judgment of bis poem "Spring," loS. 

Klotzius, on the effects of different forms of the disagrEcahte in ait, if & 

Laonoon, of Virgil, 30 il stg. ; compared with the statue, 36 et •■/, } 
contains traits unavailable for the artist, 4a ; the gioup of, po^hly 
suggested by Viigil's description, 43 tisig.; the, probable d: ^ c^ 
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Hanasses, Constantinus, his picture of Helen, 117. 

Martianl, liis opinion in regard to the dale of tlie Loocoon, 34 tl i*f. 

MazEuolJ, hia " Rape of the Sabines," IS9. 

Menga, his critidsnl on Raphad^s drapery, 110. 

Milton fumishes few subjects for a punter, 87. 

Minerva, how represented in andent art, 57, 78. 

Montfaucon, his want dC taste, 14 ; hia opinions in regard to the date 
of the Laocoon, 33 et se^. 

Olympic judges, law of the, to. 

Ovid, hia description of Leshia, 137; his descriptjon of the punish- 
ment of Matsyas, 163 ; his picture of famine, 16;. 

Pain, expression of, in Sophocles, 3 | in Homet, 4, 5 ; among Euro- 
peans, 4 ; among the Greeks, ; ; in its distiguring extreme, not 
compatihle with beautr, 13 ; expression of, among the Knglisb, 36. 

Painting among the Greelu confined to imitation of beauty, 8. 

Pas^on, violent, not expressed in aodent ait, 12. 

PauGon, character of his pictures, 9. 

Phidias, his indebtedness to Homer, \\i,fisiq. 

Phiioctetes of Sophocles, the, his sufEerings compared vith those ot 
Laocoon, 3 ; the, of Pythagoras Leontinus, 14 ; of Sophocles, the 
embodiment of physical and mental suffering, 13, 14, 30. 

Picturesque, the, in poetry, SS. 

Pisander, possibly Virgil's predecessor in the histoid of LaocOon, 34. 

Pliny, his mendon of the Laocoon, 172; of famous Greek sculpton. 

Poetry, how it surpasses art in description of physical beauty, 137 

Polygnotus, pictures of, 113 el stq. 

Pope, contempt of, for descriptive poems, loS) his explanations of 

Homer, 11a it seq. 
Fordenone, his picture of the entombment, 167. 
Pyreicus, character of his pictures, 9. 
Religion, influence of, on art, bt it seg. 
Richardson, remarks of, on Virgil's Laocoon, 4;; his criticism of 

Ridiculous, the, heightened by an element of disgiut, i6t. 

Sadolet, extract from, 46. 

Shakespeare, his use of ugliness in the character of Richard III., 



Sopfaodai, X LaocooD UDOog hti kol woi^, 6 ; his detoipcian of ihi 

desert an ot I^uloctetes, 163. 
SpoKc, Rev. Uc, criddua of hii wait " Polynielis," 50 ; nolioDi nt, 

ia n^anl lo tlie letembluicc between painling ind poetry, 55, 57. 
Slaltui, his descriptioa of is angrj Venus. 57 et srf. 
Staiui^ bciutifut, produced beautiful moi, lo. 
Sirndsm not adapted to the dnms, 6. 

SlOKh. Her von, liis opinion of the Borshen Gladiittrt 18^ 
Symbols, ine of, in poetry and painting, 67 ei sty. 
Temperance, how represented in ait, 68 tl jrif. 
Timantbes, picture of Iphigenia by, ii. 
TiiEomachus, his npnsentatioas of Ajax and Hedea, iS. 
Titian, his inctuie of the Prodigal Son, 109. 

Ugliness, as used in poetry, 149, i}6; as used in painliiQ:, 153, Ij6. 
Uiania, how tepresented in art, 67. 
Vesta, how worshipped, 64 l* lef. 
Viigil, description fiom tiie Georpcs, ro6 -, his description of Hw diietd 

of lEneas, 114 ; the Dido of, 133; his introdnctian of the Harpies, 



oubied, 1 



hit 



WJnkdmann, quoted, i ; soundness of his 

opinion of tlie Laocoon, 168 ; his opinion of the Boighese Gladiator, 

183; criticism of, iSy 1/ Uf. 
Zeoais, his picture uf Heto, 140 it uf 
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